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Master of San Jacopo a Mucciana 

(Florence active circa 1390-1420) 

Christ on the Cross with the Madonna and Saint John the Evangelist, a 
Seraph in a trefoil above, 

tempera and gold on panel, 91 x 38 cm, unframed 


€ 100,000 — 150,000 US$ 107,800 — 161,600 


Provenance: 
Private collection, Switzerland 


We are grateful to Alessandro Tomei for suggesting the attribution and 
for his help in cataloguing this lot. 


This Crucifixion reveals notable similarities to the corpus of paintings 
attributed to the Master of San Jacopo a Mucciana, whose artistic iden- 
tity was first constructed in 1946 by Richard Offner, and whose cata- 
logue of works was significantly enlarged by the later studies of Federico 
Zeri and Miklos Boskovits. 


The treatment of the draperies and the features of the figures in the 
present Crucifixion can be compared to the work from which this artist’s 
moniker derives, the triptych from the church of San Jacopo a Mucciana, 
now conserved in the Museo di San Casciano Val di Pesa, representing 
the Madonna and Child flanked by Saint Cristina, Saint Anthony Abbot, Saint 
Catherine and Saint James and dated 1398. 


The Master of San Jacopo a Mucciana is a late Florentine interpreter 

of Giotto, stylistically close to the Master of the Straus Madonna. He 
belonged to the circle of painters which was especially receptive to the 
decorative aspect of Florentine painting at the end of the Trecento and 
the early Quattrocento, which can be seen in the chromatic subtleties of 
the present work. 
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© Belvedere Museum, Wien 


Fig. 1: Master of the Oberfalkensteiner 
Altar Wings, Birth of the Virgin, parish 
office of Spittal an der Drau, Carinthia 


2 

Master of the Oberfalkensteiner Altar Wings 
(active in Carinthia circa 1520) 

The Nativity, 

oil on panel, 148 x 56 cm, framed 

€ 60,000 — 80,000 US$ 64,700 — 86,200 
Provenance: 

with Galerie Hofstátter, Vienna; 

Private collection, Upper Austria 


Literature: 

J. Höfler, Die Tafelmalerei der Dúrerzeit in Kärnten (1500-1530), Klagen- 
furt 1998, pp. 58-59; 

S. Rollig, B. Blauensteiner [eds.], Dürerzeit, Österreich am Tor zur Renais- 
sance, exhibition catalogue, Cologne 2021, p. 272, mentioned under 
KAT. 5/1-2 (as ‘Verbleib unbekannt ) 


This magnificent and remarkably well-preserved panel belongs to the 
few known works associated to the Master of the Oberfalkensteiner 
Altar Wings, an itinerant painter influenced by Albrecht Durer working 
primarily in the Pustertal, South Tyrol and in Upper Carinthia around 
1510. 


The present painting depicts a tender and intimate scene of the Vir- 
gin adoring the Christ Child who lies on her voluminous blue mantle, 
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(O Foto: Johannes Stoll / Belvedere Museum, Wien 


Fig. 2: Master of the Oberfalkensteiner 
Altar Wings, Presentation of the Virgin at 
the Temple, Belvedere Museum, 

Vienna, inv. no. 4877 


propped up by supportive angels, whilst an elderly Joseph receives bales 
of hay to make up a bed. The painter has staged a night-time scene, 
though the stable is lit by the divine glow of the Child. This idea comes 
from the writings of the popular fourteenth-century mystic Saint Brid- 
get of Sweden, who described the birth of Christ: ‘she gave birth to 
her son, from whom radiated such an ineffable light and splendour, that 
the sun was not comparable to it, nor did the candle that Saint Joseph 
had put there, give any light at all, the divine light totally annihilating the 


, 


material light of the candle. 


Named after the pair of altar wings first originating from Oberfalken- 
stein and now conserved in the Landesmuseum Kárnten, Klagenfurt 
(inv. no. 001285), the moniker was introduced by Janez Hófler to help 
distinguish and identify a body of works that had previously been loose- 
y attributed to the so-called Master of Niederolang or Nikolaus von 
Bruneck. In addition to the altar wings in Klagenfurt, Höfler identified a 
small corpus of works, including the paintings of the high altar in Mëll- 
brúcke, Carinthia, the fresco of the Crucifixion of Christ and the Four- 
een Holy Helpers in Obervellach, Carinthia, and four panels of a small 
South Tyrolean Marian altar that have since been dispersed amongst 
various collections and are considered to be early works by this painter. 
Lastly Höfler included four other panels in this corpus of works, inclu- 
ding the present panel (which Hófler only knew from a photograph), 
hat may have been the wings of a further Marian altar in Pustertal, 
South Tyrol, which also were divided and dispersed (see Höfler, op. cit., 
1998, pp. 54-65). 


Fig. 3: Infrared reflectogram of the present painting 


The other three panels of the Pustertal altar were identified by Hófler 

as being the Birth of the Virgin today in the parish office of Spittal an der 
Drau (see fig. 1), Carinthia, the Presentation of the Virgin at the Temple con- 
served in the Belvedere Museum, Vienna (inv. no. 4877, see fig. 2) and 

he Death of the Virgin (private collection, South Tyrol). The supposition 
hat the four panels are the component parts of the same altar piece is 
enhanced by the corresponding measurements of the panel in Spittal a. 

d. Drau (148.5 x 56 cm) and the present painting. The two remaining 
panels show signs of trimming, the Belvedere panel measures 141 x 57 
cm. Hófler offers a hypothetical suggestion of an arrangement that was 
common at the time: with the Birth of the Virgin and Presentation of the Vir- 
gin as the respective inner and outer left-side panel, and the Death of the 
Virgin and Birth of Christ as the respective inner and outer right-side panel. 
However, the presence of a significant amount of goldground in the pre- 
sent panel, and the remarkable state of its conservation, suggest that the 
panel would have in fact been primarily inward facing. 
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O Gianluca Poldi ۲ 


The physiognomies of the figures reminiscent of Durer and also the 
composition, betray an indebtedness to the Nuremberg master. Indeed, 
Christof Metzger (see C. Metzger, Das groBe Puzzeln: Albrecht Dúrer und 
die ósterreichische Kunst um 1500, in: Rollig/Blauensteiner, op. cit., 2021, 
p. 58) proposes that it is possible that Albrecht Durer arranged various 
commissions for the Master of the Oberfalkensteiner Altar Wings in 
the South Tyrolean and Carinthian regions. At the very least, the Master 
must have undoubtedly been in Nuremberg and made contact with 
Durers workshop there, including the young assistants Hans Baldung 
Grien and Hans Schaufelein, as well as the book publisher and printer 
Ulrich Pinder who was responsible for the woodcuts in Der beschlossen 
gart des rosenkrantz Mariae (1505) and Speculum passionis (1507). The 
Master's chief point of interest was in Albrecht Dürer himself, however, 
where the Geburt Christi, the central panel of the Paumgartner Altar- 
piece (circa 1500), could have served as a work of reference for the 
present painting. 


Lot 2 (detail) 


SAN 


me. ER 


en 


O Rogers Fund, 1918 


Fig. 1: Albrecht Dúrer, The Annunciation, from The Life of the Virgin, 
Metropolitan Museum of Art, New York, acc. no. 18.65.16 
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Tyrolean School, early 16th Century 
The Angel of the Annunciation, 

oil on panel, 203 x 69 cm, framed 

€ 30,000 — 40,000 US$ 32,300 — 43,100 
Provenance: 

with Galerie Litybur, Paris; 

sale, Dorotheum, Vienna, 5 December 1961, lot 46 (as Hans Baldung 
Grien); 

Private collection, Upper Austria 


Literature: 

A. Stange, Ein unbekannter Hans Baldung Grien, in: Die Weltkunst, XXXI 
no. 19a, 10 October 1961, pp. 25-26 (as Hans Baldung); 

G. von der Osten, Hans Baldung Grien, Berlin 1983, under no. XV 129 
(as Verschollen. Nicht von Baldung’) 


The present panel depicts a life-size Archangel Gabriel blessing with his 
right hand and holding a sceptre in the other entwined with a bande- 
role, conveying the words spoken by him to the Virgin Mary: ‘Ave Maria 
Gracia plena’. Despite the impaired condition of the spruce panel, the 
high-quality character of the prevalent preparatory underdrawing was 
enough to convince Alfred Stange in his 1961 expertise that the paint- 
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dung Grien (1484/85-1545), display 
of Gabriel is undoubtedly Dürerian, 
the Life of the Virgin series, begun by 


after 1500 and completed 1510/11 


glimpse into the intentions of the ar 


revealed beneath. 


ing was a masterpiece by the German Renaissance master, Hans Bal- 


ing his grandiose creative ability and 


the breadth of his talent. Indeed, although the attribution to Baldung 
may no longer hold (see von der Osten in literature), the appearance 


notably how closely the present 


Archangel relates to a woodcut of the Annunciation (1500-1502) from 


Albrecht Durer (1471-1528) just 
see fig. 1). Aside from the strik- 


ingly similar positioning of the Archangel, the manifestation of God the 
Father from a bed of heavenly clouds in the Durer woodcut offers a 


tist for the present panel. Although 


the panel has lost some of its surface, the preparatory drawing is partly 


The motif of the Christ Child carrying the cross in the upper left of 
the composition is also a unique feature that seldom appeared in the 
art of the period. The motif appears in sculptural form in a relief of 


the Annunciation by Michael Pacher 
winged Altar of the Coronation of the 


(circa 1435-1498) taken from the 
Virgin (1471/75) in the Old Parish 


Church of Gries in Bolzano, South Tyrol; and again in two further picto- 
rial examples: the exterior wing of the altar in the church of San Mauro 
di Pine, Trentino (circa 1514/16), and in the exterior wing of the high 
altar in the Church of Saints Peter and Paul, Lavant, East Tyrol (circa 
1508). It can therefore be assumed that the present painter may have 


been familiar with such a motif. 
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Mariotto di Nardo di Cione and Workshop 

(Florence active 1394-1424) 

The Madonna and Child with Saint John the Baptist and Saint Anthony 
Abbot, 

tempera and gold on panel, 66 x 36 cm, engaged frame 

€ 60,000 — 80,000 US$ 64,700 — 86,200 
Provenance: 

Private collection, Switzerland 


We are grateful to Andrea G. De Marchi for suggesting the attribution 
on the basis of a photograph. 


The present painting, datable to the 1420s, is an example of the artistic 
production of one of the most significant painters from the period of 
transition between late Gothic and early Renaissance style of painting in 
Florence: Mariotto di Nardo di Cione. 


Saints John the Baptist and Anthony Abbot are placed in reverence 
before the Madonna, kneeling at her feet and are depicted with sculp- 
tural monumentality. Their solid outlines reveal how the painter was 
aware of the achievements of other Florentine artists of the period, 
especially Masolino (1383-1447) and the young Massaccio (1401— 
1428), as well as the sculpture of Ghiberti (1378-1455). In addition, the 
attention to the refined decorative tooling of the gold, especially nota- 
ble in the halos of the Madonna and Child and the saints, reflect how 
Nardo di Cione was also well aware of the Florentine works of Gentile 
da Fabriano (circa 1370-1427). 
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The present painting can be compared to works by Mariotto di Nardo 
completed towards the end of his career such as the Panzano Triptych 
of 1421 in Pieve of San Leonino, Panzano and the Serristori Polyptych 

of 1424 which is thought to be one of Mariotto's last works, since his 
will is dated to the same year (see S. Chiodo, Mariotto di Nardo — Note 
per un egregio pittore, in: Arte Cristiana, 791, 1999, pp. 91-104 and S. 
Chiodo, II polittico Serristori di Mariotto di Nardo, in: Prato, 8, 2007, pp. 
9-27). In the present painting, as well as in the above mentioned works, 
the artist simplified certain linear refinements, typical of the International 
Gothic, without abandoning the use of gold or decoration, as can be 
seen in the tooling of the halos and the fall of the drapery folds. 


Mariotto di Nardo di Cione was born in Florence; he was registered in 
the guild of the ‘medici e speziali’ (doctors and apothecaries) between 
February 1389 and 7 January 1390. Vasari records him in both edi- 
tions of his Vite, as the nephew of Andrea di Cione, called "Orcagna 
(1315/20-1368), who alongside his brothers Nardo and Jacopo, ran 
one of the principal workshops in Florence during the second half of 
the Trecento (see G. Milanesi, Le vite de più Eccellenti pittori, scultori e 
architetti, di Giorgio Vasari: scelte ed annotate da Gaetano Milanesi, Flor- 


ence 1886, p. 84). 


Mariotto trained in the ambit of late Gothic Florentine art, looking not 
only to painters, such as Jacopo di Cione and Niccolò di Pietro Gerini 
(active 1368-1415), but also to the achievements in contemporary 
sculpture. The success he achieved as a painter is demonstrated by the 
works that were commissioned from him by the leading Florentine fam- 
ilies, as well as patrons including Pandolfo Malatesta of Pesaro (1370- 
1427) confirming Mariotto's position among the leading exponents of 
the International Gothic style, active from the latter half of the Trecento. 
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Cosimo Re 

(documented in Genoa and Liguria circa 1459-1471) 
Madonna and Child with a goldfinch, 

oil and gold on panel, 82 x 49.5 cm, unframed 


€ 80,000 — 120,000 US$ 86,200 — 129,300 


Provenance: 
John H. G. Pell, New York, circa 1940; 
Private collection, Switzerland 


Literature: 
G. Zanelli, Per il pittore Cosimo Re, in: Paragone, no. 123-124, 2015, 
p. 48 (attribuzione che non appare del tutto convincente”) 


The present painting is registered in the Fototeca Zeri under no. 23616 
(as Cosimo Re). 


We are grateful to Alessandro Tomei for confirming the attribution and 
his help in cataloguing this lot. 


The present painting is a significant example of late Gothic art produced 
in 15th-century Liguria by Cosimo Re, who was aware of the stylistic 
innovations from the nearby region of Lombardy. Especially reminiscent 
of this style are Christ's halo with rays, the decorative gold borders 

of the Madonna's robe, the embroidery on her dress, the collar with 

a pendant jewel and the overall fluidity and elegance of the draperies. 
Few other works by the Master have been identified, and the present 
adonna and Child is a significant rare work. 


The present painting can be compared to a panel in the Parrish Art 
Museum, Southampton, New York, representing Saint Thomas Aqui- 
nas with a nun patroness which is signed and dated 1471, and bears 
the name of the patron: ‘IHS. PREGATE PER SIMONE LECHAVECA 
MECCCLXXI / COSME RE PINXIT 
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Alpine School, circa 1510 

Saint Ulrich of Augsburg, 

oil on panel, 93.5 x 28 cm, framed 


€ 8,000 — 12,000 US$ 8,600 — 12,900 


Provenance: 
Private collection, Upper Austria 


A tentative attribution to the Master of the Crispin Legend (active in 
Salzburg 1510/1525) has been suggested. 


In the present painting Saint Ulrich of Augsburg (890-973) is depicted 
wearing the vestments of a bishop and holding his attribute, a fish which 
is based on a legend from his vita: on a Friday morning he gave a mes- 
senger a piece of leftover roast meat, as food for the journey back. 
When the messenger attempted to prove to his master, the Duke of 
Bavaria, that the Bishop had committed an offence during Lent, the 
meat had been transformed into a fish. 


As a bishop, Ulrich stood in unshakeable loyalty to the German emperor, 
Otto the Great. Under repeated attacks from the Magyars in the ter- 
ritories of Bavaria and Swabia, he personally led the defence of the city 
and helped defeat the Magyars at the Battle of Lechfeld in 955, thus 
ending the Hungarian invasions of Western Europe. In 962, he withdrew 
from all secular obligations in order to be able to pursue his pastoral 
duties undividedly. Long after the Middle Ages, he was still one of the 
most venerated saints, where many churches and monasteries were 
consecrated to him. His tomb is in the Augsburg monastery of St Ulrich 
and Afra. 
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Fig.1 Pieter Bruegel |, The Strife between Carnival and Lent, 
Statens Museum for Kunst, Copenhagen, inv. no. KMS1639 
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Pieter Brueghel Il and Workshop 
(Brussels 1564-1638 Antwerp) 
Lent Bites Carnival, 

oil on panel, 26 x 34.5 cm, framed 
€ 60,000 — 80,000 US$ 64,700 — 86,200 
Provenance: 

Collection of Johann Heinrich Beissel (1784 -1873), Aachen (according 
to a label on reverse); 

art market, France; 

where acquired by the present owner 


We are grateful to the late Klaus Ertz for endorsing the attribution to 
Pieter Brueghel Il in full on the basis of a photograph. 


The present panel shows the remarkable scene of the personifications 
of Carnival, a well fed rather helpless young man being bitten by the 
frail and skinny female personification of Lent, observed by a grinning 
spectator from behind, gazing directly at the spectator. The main com- 
position is captured in a feigned tondo placed on a grey painted back- 
ground on which a display of food is presented creating an allegory on 
the fasting and carnival period which are suitable to both characters. To 
he right of Lent are the typical fasting dishes: a pancake, a terracotta 
bowl filled with water, empty mussel shells and three eggs surrounded 
by feathers. By contrast, the food to the left of Carnival is both festive 
and rich: a steaming pastry, a glistening wine jug and an appetising roast 
chicken. 


The scene's theme refers to the period prior to Christ's entry into the 
city of Jerusalem, when he spends forty days and nights fasting in the 
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© Statens Museum for Kunst, Copenhagen 


desert, later commemorated in the Christian tradition as the season of 
Lent starting on Ash Wednesday. Before these days of solidarity begin, 
three days of Carnival are celebrated, a feast originated by the pagans 
and later included into the Christian tradition. Pieter Brueghel | (circa 
1525-1569) integrated this theme in his renowned Battle between Car- 
nival and Lent conserved in the Kunsthistorisches Museum, Vienna (inv. 
no. 1016), in which the two personifications are pitted in battle. Several 
known copies by the younger Brueghel exist, including a version in the 
Royal Museums of Fine Arts of Belgium, Brussels (inv. no. 12045). 


A panel by Pieter Brueghel | known under a slightly different title, 

the Strife between Carnival and Lent, currently conserved at the Statens 
Museum for Kunst, Copenhagen (inv. no. KMS1639; see fig. 1), appears 
to have been the source of inspiration for the present panel. Though 
the personifications of Carnival and Lent in the Copenhagen panel 
closely resemble the figures in the later interpretation by his son and 
studio, key differences to distinguish the present panel from the Copen- 
hagen prototype can be discerned. In the present painting, the wild- 
eyed observer is positioned behind the action and portrayed frontally, 
whereas the Copenhagen observer is depicted in profile on the right 
and whose appearance closely resembles that of Lent. Furthermore, 
whilst Lent in the present lot is dressed in black with a white headcloth, 
the depiction of Lent in the Copenhagen picture is of a crazed and 
boney elderly woman with unkempt hair. 


Other versions after the Copenhagen panel and the present compo- 
sition exist, including a version in the Museum Mayer van den Bergh, 
Antwerp (inv. no. MMB.1852); and another painted tondo panel was 
formerly at the Bass Museum of Art, Miami and later sold at Christie's, 
New York (see sale, Christie's, New York, 29 October 2019, lot 813). 
The present work appears to be the link between the Copenhagen 
panel and the latter two works. 
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Giovanni di Pietro, called Lo Spagna 

(Spoleto circa 1470/1480-1528) 

Madonna and Child, 

oil on panel, 40.5 x 28.5 cm, in a tabernacle frame 
€ 200,000 — 300,000 US$ 215,000 — 323,300 
Provenance: 

Collection of Heinrich Freiherr Tucher von Simmelsdorf (1853-1925), 
Vienna/Nuremberg; 
his sale, Paul Cassirer « Hugo Helbing, Berlin, 8 December 1925, lot 65 
(as Bernardino Pinturicchio); 

possibly with Albert Werner (1884-1928), Vienna; 

Collection of August Lederer (1857-1936), Vienna; 

Collection of Serena Lederer (1867-1943), Vienna, until 1938; 
confiscated in 1938; 
returned to Erich Lederer (1896-1985), Geneva, in 1948; 

and thence by descent to his heirs; 

Private collection, Vienna; 

sale, im Kinsky, Vienna, 6 April 2006, lot 473 (as Follower of Giovanni 
Bellini); 
Private collection, Germany; 
art market, Germany; 

Private collection, Switzerland 


Literature: 

C. Ricci, Pintoricchio. Sa Vie Son Oeuvre et son Temps, Paris 1903, p. 12, 29 
(as Pinturicchio); 

F Wickhoff, Die Sammlung Tucher, in: Múnchner Jahrbuch der bildenden 
Kunst, vol. 1, 1908, pp. 23-24, fig. 4 (as Pinturicchio); 

B. Berenson, The Central Italian Painters of the Renaissance, New York 
1909, p. 255 (as Lo Spagna); 

C. Ricci, Pintoricchio, Perugia 1912, p. 29 (as Pinturicchio); 

E. Harter, Sei quadri dello Spagna, in: Rassegna d'arte antica e moderna, 
no. 1, 1914, illustrated p. 60, p. 61 (as Giovanni di Pietro, called Lo Spa- 
gna); 
B. Berenson, Italian pictures of the Renaissance. A list of the principal artists 
and their works with an index of places, Oxford 1932, p. 545 (as Lo Spag- 
na, Lederer collection); 

R. van Marle, The Development of the Italian Schools of Painting, vol. 14, 
The Hague 1933, p. 287 (as Pinturicchio); 

E. Carli, Il Pintoricchio, Milan 1960, p. 21, fig. 22 (as one of the first fol- 
lowers of Pinturicchio); 

B. Berenson, Italian pictures of the Renaissance. A list of the principal artists 
and their works with an index of places. Central Italian and North Italian 
Schools, New York 1968, vol. 1, p. 414 (as Lo Spagna, formerly Tucher 
collection); 

F. Gualdi Sabatini, Giovanni di Pietro detto Lo Spagna, Spoleto 1984, p. 
344 (as Giovanni di Pietro, called Lo Spagna; ‘ma si diversifica per una 
maggiore aderenza dell'artista umbro al linguaggio pintoricchiesco’); 

F. Todini, La pittura umbra. Dal Duecento al primo Cinquecento, vol. |, Milan 
1989, p. 317 (as Giovanni di Pietro, called Lo Spagna) 
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The provenance of this private devotional panel has been known since 
it was in the Tucher von Simmelsdorf collection. Corrado Ricci, director 
of the Pinacoteca di Brera, published it in his first monograph on Pin- 
turicchio as a work by the master, maintaining this attribution in later 
publications. Bernard Berenson proposed an alternative attribution to 
Giovanni di Pietro, called Lo Spagna, an artist possibly of Spanish origin 
who was among Pinturicchio's main followers and collaborators. Ber- 
enson's hypothesis has been accepted by more modern critics and the 
painting was included in the monograph on Lo Spagna by Fausta Gualdi 
Sabatini, who notes its close resemblance to Pinturicchio’s autograph 
works. It therefore seems possible to include the painting in a group 

of works by Lo Spagna that can be dated to the early 16th century, 

a period in which the artist worked in Perugia and faithfully followed 
Pinturicchio’s models: the Oration in the Garden in the National Gallery in 
London, the Penitent Saint Jerome in the Galleria Colonna in Rome and 
the various versions of the Nativity currently conserved in the Pinacote- 
ca Vaticana, the Louvre and the Staatliche Museen in Berlin. 


When Tucher died in 1925, his collection was dispersed at auction in 
Berlin. The collector, who had worked as a diplomat in Rome, where he 
resided in the Palazzo Borghese, had acquired many works of art. After 
holding another diplomatic post in Vienna, transferring his collection to 
he Palais Mollard-Clary, Tucher finally returned to his family home in 
Bavaria, to devote himself to the project of restoring the Tucherschloss 
in Nuremberg, which is now a museum. Among the works that did not 
find a place in the castle's collection and were sold at auction was the 
present Madonna and Child, described and illustrated in the catalogue as 
a work by Pinturicchio. At the time, the painting was already presented 
in the elegant tabernacle frame that it still has today, and which is also 
mentioned in the introductory text to the catalogue as an example of 
he care taken by Tucher, in choosing antique frames for the works in 
his collection that were suitable in style and period. 


Shortly after the 1925 auction, the present panel was acquired by the 
ewish industrialist August Lederer, owner of the Ledererschlóssel in Had- 
ersdorf. Lederer and his wife, Serena Pulitzer, were collectors and major 
patrons of Gustav Klimt: the extraordinary, 34 meters long Beethoven 
Frieze, created by the artist in 1902 and now conserved in the Vienna 
Secession, belonged to them. The Lederers also collected numerous 
other works by contemporary artists, including Egon Schiele; as well as 
furniture, books, jewellery and old master paintings, bought mainly at 
auction consigned from the great European aristocratic collections. 


August Lederer died in 1936. Starting in 1938, under Nazi persecution, 
a large part of the collection, including the present Madonna and Child 
by Lo Spagna, was confiscated by the Gestapo, and some paintings were 
selected to be part of the Fuhrers Museum in Linz. At the end of the 
Second World War, Erich Lederer, the son of August and Serena, man- 
aged to obtain the restitution of some of his family’s artworks, including 
the present painting, which remained in the possession of his heirs 
before reappearing on the art market in 2006. Other works from Erich 
Lederer's collection were donated to the Metropolitan Museum, New 
York, the Kunstmuseum, Basel and the Albertina, Vienna. 
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Circle of Vincenzo Foppa 

(Brescia circa 1430-1515) 

Madonna and Child with angels, flanked by Saint Roch and Saint Sebastian, 
tempera and oil on panel, 52 x 42 cm (painted surface), 63.5 x 50 cm 
(overall), integral frame 
€ 50,000 — 70,000 US$ 53,900 — 75,400 
Provenance: 

Private collection, Northern Germany; 

art market, Germany, 2014; 

where acquired by the present owner 


The present painting was intended for private devotion and shows the 
enthroned Madonna, surrounded by a choir of angels with Saints Sebas- 
ian and Roch, who were particularly venerated for protecting against 
epidemic diseases and plagues. 


n contrast to the late-Gothic structure of the frame, with an unusual 
and decidedly innovative effect, the figures in the painting do not set 
against a gold background, but a naturalistic background, probably 
inspired by Flemish or possibly also Venetian models: a sky with streaks 
of clouds that fade from an intense blue at the top to a lighter tone 
towards the horizon, overlooking a landscape composed of rocky 
expanses and woods. 


This panel can be dated to around 1450, and is stylistically close to early 
works by Vincenzo Foppa. It can be compared to the Madonna della 
Siepe in the Berenson Collection in Settigano, Florence (see P. Toesca, La 
Pittura e la Miniatura nella Lombardia, Turin 1966, pp. 235-36: M. G. Bal- 
zarini, Vincenzo Foppa. La formazione e l'attivita giovanile, Florence 1996, 
pp. 24-25; G. Romano, in: Vincenzo Foppa, exhibition catalogue, Milan 
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2003, p. 27). The Madonna's face, depicted slightly turned, shows a type 
very similar to that of the Berenson panel; the outline and the delicate 
chiaroscuro are also similar in the Madonna ex-Trivulzio in the Pinacoteca 
of Castello Sforzesco, Milan (Balzarini, op. cit, 1996, p. 31). The angels 
can be compared to those of the Madonna della Siepe and also to the 
groups of angels that appear in the fresco cycle of the Portinari Chapel 
in Sant'Eustorgio, Milan, completed around 1468, flanking the depiction 
of God the Father and the Madonna of the Assumption, both in the apex 
of the archways. 


The early relationship of the young Vincenzo Foppa with the Paduan 
artistic tradition of Donatello and Squarcione is evident in the plastici- 
ty and modelling of the two saints. Saint Sebastian is portrayed in an 
athletic pose tied to a classical column, reflecting sculpture and perhaps 
even an awareness of the work of the young Mantegna, although the 
modelling of the chiaroscuro remains stylistically Lombard. The facial 
features of Saint Roch show a very individual rendering that brings it 
close to the panel of Saint Siro in the Minneapolis Institute of Arts, part 
of a polyptych bearing the date 1455 or 1456 (G. Romano, in: Vincenzo 
Foppa, exhibition catalogue, Milan 2003, pp.108-109). 


The importance of the painting for the Lombard milieu of the time is 
demonstrated by the existence of a contemporary derivation: a work 
(46 x 36 cm) of similar structure and identical subject in the Museo di 
Castelvecchio, Verona (inv. no. 107), a work traditionally attributed to an 
‘Anonimo Veronese’, but in reality Lombard and probably attributable to 
the first artistic production of Paolo da Caylina, il Vecchio from Brescia. 
He was Foppa's brother-in-law and his collaborator in Pavia in 1458, as 
shown by the relationship with his polyptych signed and dated to the 
same year from Sant’ Albino in Mortara in the Galleria Sabauda, Turin 
(see P. Toesca, La Pittura e la Miniatura nella Lombardia, Turin 1966, pp. 
232-33: G. Romano, Vincenzo Foppa, exhibition catalogue, Milan 2003, 
p. 112). 
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Turino Vanni 

(Rigoli circa 1348 — after 1438 Pisa) 

Saint Anthony Abbot and Saint Francis, 

tempera and gold on panel, 31.5 x 43 cm, engaged frame 


€ 30,000 — 40,000 US$ 32,300 — 43,100 


Provenance: 
Private collection, Switzerland 


We are grateful to Andrea G. De Marchi for suggesting the attribution 
on the basis of a photograph. 


The present gold ground panel represents Saint Anthony Abbot with a 
long beard, wearing a mantle with a hood and holding a staff, alongside 
Saint Francis in his traditional habit, holding a cross and the gospels. 
Both figures are shown half-length within a portico rendered in relief 
with pastiglia. The gilding has been partially decorated with tooling, to 
ornament the halos of the saints, the inner edge of the arches and the 
outer edge of the frame. 


This work, which was probably part of a predella, representing a series 
of saints in a manner typical of Tuscan Trecento painting. The character- 
istic features of Saint Antony Abbot and Saint Francis are rendered with 
elongated eyes, while their figures are clearly and summarily rendered 
with their attributes in the foreground. The simplified depiction of their 
robes can be compared to other works by the artist, such as the saints 
painted by Vanni in the panel, now in Palermo that is datable to the 
1380s (see G. Abbate, Dipinti pisani a Palermo nella seconda metà del 

XIV secolo, in: G. Abbate (ed.), Pisa e la Sicilia occidentale. Contesto storico 
e influenze artistiche tre XI e XIV secolo, Palermo 2014, pp. 66-69). In 
this work, the stylistic and compositional references to Florentine and 
Sienese painting of the period are evident, revealing solutions that are 
similar to those deployed by Agnolo Gaddi, Andrea Orcagna, Niccolo di 
Pietro Gerini and Taddeo di Bartolo. Such stylistic references can also be 
seen in Vanni's triptych in the church of San Bartolomeo degli Armeni, 
Genoa, which is signed and dated 1415 (see E. Carli (ed.), Pittura pisana 
del Trecento. La seconda meta del Secolo, Milan 1961, pp. 81-87, fig. 144). 


Little is known about Turino Vannis formative years as an artist. He is 
documented as moving to the province of Liguria where he was active 
in Genoa and Savona. Subsequently he was to return to Pisa where he 
received commissions from Pisa's religious institutions. 
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The Master of 1441 

(active in Tuscany mid-15th Century) 

Hercules and the Nemean lion; and 

Hippolyta, Queen of the Amazons, 

tempera on panel, each 41.5 x 43 cm, framed, a pair (2) 


€ 20,000 — 30,000 US$ 21,600 — 32,300 
Provenance: 

with Alberto Bruschi, Florence; 

European art market; 

where acquired by the present owner 


Exhibited: 
Florence, Gallerie degli Uffizi, La citta di Ercole, 19 December 2015 — 31 
January 2016, cat nos. 11-12 (as Attributed to the Master of 1441) 


Literature: 

W. Bulst, Die Sala grande des Palazzo Medici in Florenz: Rekonstruktion und 
Bedeutung, in: F. Ames-Lewis, J. Poeschke (eds.), Italienische Frührenais- 
sance und nordeuropdisches Spdtmittelalter, Berlin 1993, p.105, fig. 11 (as 
Florentine Master, only Hercules and the Nemean lion); 
A. Tartuferi, Ercole nell'arte fiorentina dei secoli XIV e XV: alcuni esempi e 
una proposta per il Maestro del 1441 a Signa, in: M. Bona Castellotti, A. 
Giuliano (eds.), Ercole il fondatore dell'antichità al Rinascimento, exhibition 
catalogue, Milan 2011, p. 87, figs. 3-4 (as Attributed to the Master of 
1441); 
W. Bulst et al. (eds.), La città di Ercole. Mitologia e politica, exhibition 
catalogue, Bologna 2016, pp. 70-73, nos. 11-12 (as Attributed to the 
Master of 1441) 


The present paintings are registered in the Fototeca Zeri under nos. 
102954 and 102955 (as ‘Maestro del 1441’). 


The first panel represents one of the most celebrated of the labours 

of Hercules: the battle with the Nemean lion sent by Hera against the 
hero when he found himself in the city of Nemea from which the myth 
takes its name. Having rendered the lion invincible, Hera forced Hercules 
to disable it by wrenching its jaws apart as he could neither wound nor 


30 OLD MASTERS 


kill it. The running blood seen in the painting describes the outcome of 
the conflict. In this instance Hercules is painted by the artist with a grey 
beard and a tonsured balding head, as was usual in antiquity, and then 
also in the Middle Ages and the Early Renaissance (see W. Bulst, La citta 
di Ercole. Mitologia e politica, exhibition catalogue, Bologna 2016, p. 70). 


The second subject is more difficult to identify. Hercules’ nudity is prud- 
ishly covered by a lattice of leafy fronds while his head is bound by a 
foliate crown; he grasps his club with both hands, drawing it back to 
beat a nude woman. She is shown with long hair, her back arched in 
pain and her body bleeding; her hands are raised to defend herself. This 
female figure may be identified as Hyppolita, Queen of the Amazons, 
whose girdle Hercules took. In the mythological description, Hercules 
did not kill her but imprisoned her, and perhaps for this reason he is 
shown in the moment when he draws back his club to unleash his final 
blow, but ultimately desists. 


The painter's ability is revealed by his skill at communicating the nar- 
rative of the episodes, both of which are characterised by a boldly 
dramatic tone. Hercules does not appear as the victor, but rather the 
hero's struggle is emphasised, and his triumph can only be detected 
from his enemies’ bloodshed. 


The two panels are to be identified among the works assigned to the 
Master of 1441, the artist who painted the Stories of Beata Giovanna 

in the Cappella Maggiore of the Pieve di San Giovanni Battista, Signa, 
dated 1441 (see Tartuferi in literature). The artist's corpus of works 
also includes various historiated cassone panel fragments. Among those 
attributed to the Master of 1441 there is another panel of square for- 
mat that is of lesser quality than that under discussion: this also repre- 
sents the episode of Hercules battling the Nemean lion, conserved in the 
Galleria Palatina, Florence (inv. no. G.R. 512; see Bulst, op. cit., p. 68, cat. 
no. 10). 


The subjects celebrate virtue, and the mythological episodes of Hercu- 
es labours were themes frequently used for paintings decorating nuptial 
cassoni, a type that, owing to their dimensions, the paintings under 
discussion surely belonged to. The structure of these panels, with their 
horizontally coordinated compositions suggest that they were located at 
he short ends of a cassone. 


- Diocesi di Prato 


© Fototeca Ufficio Beni Culturali 


Fig. 1: Filippo d'Antonio Filippelli, Saint Julian with Saint Roch and 
Saint Sebastian, fresco, Pieve di Santa Maria a Colonica, Prato 
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Filippo d'Antonio Filippelli 

(Badia a Passignano 1460-1506) 

Madonna and Child enthroned with Saint Michael and Saint Sebastian, 
oil on panel, 116 x 114.5 cm, framed 
€ 300,000 - 400,000 US$ 323,300 — 431,000 


Provenance: 
Private European collect: 


on 


The present painting is registered in the Fototeca Zeri under no. 14813 
(as Anonymous Florentine artist). 


We are grateful to Christopher Daly for suggesting the attribution on 
the basis of a photograph. 


The composition of the present painting incorporates an elegant mar- 
ble parapet with a classical throne, with its decorated back and hemi- 
spherical arch supported by volutes. The middle section of the parapet 
is opened by a slender balustrade bearing the cornice: this invention 
allowed for the inclusion of a flowering hedge beyond which spans the 
width of the painting. In the foreground, flanking the throne on which 
the Madonna is majestically seated holding the Child, are Saint Michael 
the Archangel and Saint Sebastian. 


Both stylistically and compositionally the present painting can be com- 
pared to two frescoes by Filippo d'Antonio Filippelli in the right hand 
nave of the Pieve di Santa Maria a Colonica near Prato. The two wall 
paintings represent Saints Roch, Julian and Sebastian (see fig. 1) and the 
Martyrdom of Saint Sebastian, and were executed by the artist at the end 
of the fifteenth century, as can be read in the fragmentary inscription 
‘MCCCCLXXXXV' (see F. Gheri, Una nota pratese, e altro, per Filippo 
d'Antonio Filippelli, in: Prato, 120, 2016, pp. 20-30). The present painting 
on panel can be dated to the same period. 
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The features and pose of Saint Sebastian in the present painting can be 
compared to the representation of the saint in the Pieve di Santa Maria 
a Colonica, and it is possible that the artist used the same cartoon for 
both works. The features of the figures are also typical and can be com- 
pared to those in other works by Filippelli, such as the Assumption of the 
Madonna in the church of Santa Maria at Marcialla (see F. Gheri, ibid., 
2016, p. 27, fig. 7). Another comparison can be made with the frescoes 
dated 1496, painted by Filippelli in the chapel of San Michele at Casanu- 
ova di Ama, Gaiole where the same compositional features are evident, 
although in the present panel there is a greater quality of description 

in the details, including a far more elegant and ornate throne, which in 
the fresco is simplified and similarly positioned before a balustrade, but 
closed with marble panels. 


Filippo d'Antonio Filippelli was the son of a brass smith who worked 

in close collaboration with the monastery of the Vallombrosani of Pas- 
signano. He belonged to a family including numerous other artists and 
artisans who worked in collaboration with the Rosselli family. At the age 
of twelve, in 1474, Filippo became the garzone, or assistant of Bernardo 
di Stefano Rosselli who was working at the Badia di Santo Stefano and 
in the documents of the period Filippelli appears as “Filippo suo discep- 
olo' — his disciple. He further assisted Rosselli at the Badia di Passignano 
where his master was commissioned to paint the frescoes Expulsion of 
Adam and Eve and the Slaying of Abel, the latter of which is in the refec- 
tory. Here the young painter came into contact with the work of David 
and Domenico del Ghirlandaio who painted the Last Supper, also in the 
refectory. Thereby, Filippelli was able to become acquainted with two 
of the most important Florentine workshops of the latter half of the 
Quattrocento: that of the Ghirlandaio and above all that of the Rosselli. 
The influence of both workshops was fundamental to Filippo's painting 
(see N. Pons, II pittore Filippo d'Antonio Filippelli e la sua attività fra Valdelsa 
e Valdipesa, in: Antichita Viva, 30, 4-5, 1991, pp. 5-13). 
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Biagio Pupini 

(Bologna active 1504-1558) 

The Nativity with a shepherd and Salome, 
oil on panel, 23 x 46.5 cm, framed 


€ 10,000 — 15,000 US$ 10,800 — 16,200 


Provenance (according to labels on the reverse): 

Alexander Penrose Forbes (1817-1875), Bishop of Brechin, Dundee; 
Collection of Cornelia Kouwenhoven van Neuren (1893-1981), 
Voorburg, The Netherlands; 

Collection of Dr. Martin de Wild (1899-1969), The Netherlands, 
possibly 1960s 


Exhibited (according to a label on the reverse): 
Dundee, Free Library and Museum Buildings, Fine Art Exhibition, Novem- 
ber 1873, p. 16, cat. no. 188 (as Luca Signorelli) 


We are grateful to Enrico Ghetti for suggesting the attribution and for 
his help in cataloguing this lot. 


The present Nativity or Adoration of the Shepherds includes an elder 
woman depicted on the right of the composition who could be iden- 
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tified as Saint Anne, however, it has been suggested, that this figure is 
Salome, a figure frequently represented in Orthodox icons of the Nativ- 
ity, following the apocryphal Gospel of James (XIX, 3; XX, 1). 


The present panel displays elements of Emilian Cinquecento painting, 
combining stylistic characteristics typical for Bologna, Parma and Ferrara 
and has been given to Biagio Pupini. The artist trained in the workshop 
of Francesco Francia (1460-1517) and Amico Aspertini (1474/1475— 
1552) but was also influenced by Girolamo da Carpi (1501-1556) and 
Parmigianino (1503-1540). 


The slender and elegant figures with pointed facial features appear 

in other works by the painter, including the Madonna with Child, Saint 
Jerome and Four Saints conserved in the Gemáldegalerie, Berlin and the 
Marriage of the Madonna in Palazzo Pitti, Florence (see R. Serra, Biagio 
Pupini non solo disegni, in: Intrecci d'arte, 10, 2021, pp. 33-49). 


Little is known about Biagio Pupini’s upbringing and education. However, 
in his Viridario from 1513, Giovanni Filoteo Achillini praised the musical 
and artistic talents of a certain ‘Biasio’, who most likely is to be identified 
with Biagio Pupini. The artist's first documented commission is a now 
lost fresco cycle in San Pietro in Vincoli, Faenza 1511, executed together 
with Bartolomeo Ramenghi, il Bagnacavallo (1484-1542). 
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Attributed to Marcellus Coffermans 

(Helmond 1524-1581 Antwerp) 

The Virgin and Child in an extensive landscape, with a town beyond, 
oil on panel, 47.5 x 35 cm, unframed 


€ 15,000 — 25,000 US$ 16,200 — 26,900 


Provenance: 
Private collection, Spain 


The present painting derives from a drawing by an anonymous artist 
conserved in the Museum Boijmans Van Beuningen, Rotterdam (Inv. no. 
9 (PK)), after a now lost prototype by the Burgundian Court painter 
Rogier van der Weyden (1400-1464). In this panel, the Virgin Mary is 
seated at the base of a richly foliated tree with the Christ Child resting 
in her arms, playing with a goldfinch that has landed on the Child's out- 
stretched fingers. The visual appeal of this humble and tender scene is 
elevated by the verdant, panoramic landscape that extends far beyond, 
interspersed with towering churches, fortified castles and a meandering 
river receding into the distance. 


Marcellus Coffermans' paintings disclose a great indebtedness to the 
so-called Flemish Primitives, including Rogier van der Weyden, Gerard 
David, Colijn de Coter, and Adriaen Isenbrandt, among others. By fre- 
quently repeating compositions from old models found in drawings and 
paintings that were familiar to him, Coffermans was able to respond 
well to the demand for his devotional paintings — especially in Spain 
where a fruitful trade emerged between his Spanish patrons and the 
painter’s workshop. Coffermans worked in Antwerp during the mid- 
sixteenth century, becoming a master painter there in 1549, when he 
registered as such with the painter’s Guild of Saint Luke. 
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Fig. 1: Johannes van Doetecum | and Lucas van Doetecum, after Hieronymus 
Bosch, published by Hieronymus Cock, The Temptation of St. Anthony, The Metro- 
politan Museum of Art, New York, acc. no. 2019.463.1 
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Follower of Hieronymus Bosch 

Saint Christopher Carrying the Christ Child through a Sinful World, 
oil on panel, 84 x 114.5 cm, framed 
€ 200,000 — 300,000 US$ 215,500 — 323,300 
Provenance: 


art market, London, 2012; 
where acquired by the present owner 


Exhibited: 

Tokyo, Utsunomiya Museum of Art, Hyogo Prefectural Museum of 

Art, The Bunkamura Museum of Art, Fantastic Art in Belgium, 19 March 
2017 — 24 September 2017, cat. no. 8 (as Flemish Anonymous, c. 
1560-1570); 

Cassel, Musée de Flandre, on loan between December 2012 — May 
2023, inv. no. D.2012.2.1 and exhibited in: Splendeurs du maniérisme en 
Flandre. 1500-1575, 4 May — 29 September 2013, cat. no. 44 (as Flemish 
Anonymous, third quarter of the 16th century); 


Literature: 

S. Vézilier-Dussart, Splendeurs du maniérisme en Flandre. 1500-1575, 
exhibition catalogue, Ghent 2013, pp. 179-181, no. 44 (as Flemish 
Anonymous, third quarter of the 16th century); 

U. Bijutsukan, H. Bijutsukan, Fantastic Art in Belgium, exhibition catalogue, 
Tokyo 2017, p. 41, no. 8. (as Flemish Anonymous, c. 1560-1570) 


The present painting closely relates to the body of work, of one of the 
most innovative painters of the early sixteenth century, Hieronymus 
Bosch (circa 1450-1516). The artist pioneered a newly-developed 
pictorial language whose motifs, as is the case in the present panel, con- 
tinued to enjoy tremendous popularity with countless copies and inter- 
pretations long after the master's death in 1516. Replete with fantastical 
imagery, this lucid and dreamlike scene executed by a gifted follower, 
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© Gift of Martha Feltenstein, in celebration of the Museum's 150th 


Anniversary, 2019 


serves to remind viewers of the terrors awaiting those who succumb to 
the worldly temptations that lead to spiritual corruption. Surrounded by 
worldly temptations and wickedness, the gigantic figure of Saint Chris- 
topher stands at the centre of the composition, a model for achieving 
salvation through the performance of good deeds. 


The subject of Saint Christopher carrying the Christ Child across a 
river is recounted in the Legenda aurea, a series of saints’ lives written 

in the thirteenth century by Jacopo de Voragine. The saint, whose given 
name was initially Reprobus, was a Canaanite man of huge stature, who 
sought to serve the most powerful person in the land. Reprobus first 
served the King of Canaan, believing him to be the greatest king there 
was, until one day he saw that the king feared the devil. He next ren- 
dered his service to the devil, until he saw him too trembling before the 
Cross, whereupon he resolved to serve Christ, carrying the poor and 
weak across the river, guided by a hermit. One night he carried a small 
child, who grew heavier with each step, until revealing himself as Christ, 
telling Saint Christopher that he had been carrying the weight of the 
world. 


In this work, Bosch's anonymous follower captures the exact moment 
when the giant is dejectedly looking back in search of the child, who has 
now unveiled himself as Christ holding the globus cruciger in one hand, 
and blessing the saint with the other, whilst two birdlike fish bite his 
feet. Behind the pair is a monstrous fish, shaped like a ship sailing along 
the river, and an archer riding another sea monster on the right, whilst 
devilish human-animal hybrid creatures run around beneath their feet. 
On the far right, a hermit holds out a lantern — sometimes identified 
with the light of Christian knowledge — guiding the pair towards land. 


The present painting may be compared with other treatments of the 
same subject by Bosch and his followers. Bosch himself however only 
depicted the saint once in a panel now conserved in the Museum 
Boijmans Van Beuningen, Rotterdam (inv. no. St 26). Indeed, it was 
amongst Bosch's followers that the subject presented an opportunity to 
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explore sweeping and often fantastically mysterious depictions of land- 
scapes. The current work may be compared with other treatments of 
the same subject by followers of Bosch, such as a version sold at 
Christie's, London (see sale, Christie's, London, 3 May 2015, lot 3, as 
Follower of Hieronymus Bosch); an interpretation by Jan Mandyn in the 
collection of the Los Angeles County Museum of Art, Los Angeles (inv. 
no. 59.48); De Heilige Christoffel conserved in Het Noordbrabants Muse- 
um, ‘s-Hertogenbosch (inv. no. 08057); and another version registered 


Despite the uniqueness of this particular composition, it is highly likely 
that the anonymous artist had been familiar with a print by Johannes 
van Doetecum | (1528/32-1605) and Lucas van Doetecum (active 
1554-72, died before 1589), after Hieronymus Bosch, which was pub- 
ished by Hieronymus Cock (Metropolitan Museum of Art, New York, 
acc. no. 2019.463.1; see fig. 1). Paintings made by these followers of 
Bosch sometimes bore false signatures, as these artists, putting aside 
heir own personalities, sought to profit from Bosch's popularity. For this 
reason, it can be difficult to securely attribute uncertain works dating 
from the artist’s own lifetime to Bosch and his workshop. Amongst 

the few artists who successfully emerged from anonymity, despite their 
close proximity to Bosch's imagery, were the painters Jan Mandyn (circa 
1500 — circa 1560), Frans Verbeeck (circa 1510-1570) and Jan Wellens 
de Cock (1480-1527), as well as Pieter Huys (circa 1519 — circa 1584). 


Technical analysis by Gianluca Poldi 

The work is painted over three horizontal boards (now thinned and 
cradled), probably oak, and prepared with a white ground, as is usual in 
Flemish painting of the fifteenth and sixteenth centuries. Infrared reflecto- 
graphy revealed a detailed and fascinating underdrawing, carried out 
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Fig. 2: Infrared reflectogram of the present painting (detail lower right) 


in M. J. Friedlánder's photo archive at the RKD (under no. 0000074686). 


(O Gianluca Poldi 


with black chalk, substantially freehand, without any evidence of a trans- 
fer by means of cartoon or translucent paper of the individual figures 
from previous 1:1 studies on paper. It is a style of drawing that quickly 
traces the contours of most of the figures and sometimes outlines the 
shading with great ease, as in the case of the grey-blue-purple robe of 
Saint Christopher, his mantle and legs. 


A few figures, such as the bagpipe player on the far left and the fish- 
man in front of him, do not show traces of underdrawing: probably the 
painter created them directly with the brush, as they are part of the 
repertoire derived from Bosch, dedicating instead his graphic attention 
to the more complex figures. Even the landscape is just sketched, with 
a few rough strokes, while the figures on the boats are added in the 
pictorial phase. 


The creative richness of the painter is also highlighted thanks to some 
graphic modifications, as in the crippled man at the bottom right, who 
carries a mussel shell on his shoulders: his face was originally a simple 
profile of a man, and only during painting the painter transforms it into 
a dog's head (see fig. 2). 


Regarding the pictorial palette, spectroscopic analyses allowed to detect 
two different blue pigments: mineral azurite and synthetic smalt blue, 
the latter partially discoloured — as very frequently happened in siccative 
oil, throughout the centuries. In fact, smalt blue was used mainly in the 
sky — becoming grey-blue — and in the Child's mantle, now grey but 
originally deep blue; while azurite was found in the actual blue areas, 
like the sea, the hills and clothes. The other pigments include lead white, 
lead-tin yellow, the brilliant red vermillion, a pink-red lake, ochres and 
brown earths. 
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Follower of Raffaello Sanzio, called Raphael 
Portrait of the artist as a young man, 

oil on panel, 46 x 34 cm, framed 


€ 40,000 — 50,000 US$ 43,100 — 53,900 


Provenance: 

Anna Maria Papi (1928-2012), Germany; 

where acquired by the father of the present owner in the 1980s; 
Private collection, Hungary 


The present painting relates to Raphael's Self-portrait as a young man in 
he Palatine Gallery, Pitti Palace, Florence (inv. 1890 no. 1706). 


This painting can also be compared to another self-portrait of the artist 
in the fresco depicting the School of Athens in the Stanza della Segnatura 
in the Vatican, commissioned by Pope Julius Il and painted between 
1509 and 1511. In both portraits the artist portrays himself with a simi- 
ar expression and features. The cut of his hair is typical of a court page 
of the Renaissance and his dark cap, in the style later known as ‘raffaella’, 
is of the kind used by painters, as is his dark robe, from which a white 
shirt is barely visible underneath. He is wearing simple working attire in 
an intentional allusion to his trade. His graceful features appear to con- 
firm the enthusiastic judgement given by Vasari praising Raphael's “grace, 
study, beauty and excellent clothes' and his perfection as an artist, com- 
paring him to that of the painters Zeuxis and Apelles, remembered as 
he greatest painters of the classical world. 


The original version was conserved in Urbino, Raphael's city of birth, 
where it was located until 1652, in the apartments of Vittoria della Rov- 
ere, daughter of the last Duke of Urbino and Claudia de' Medici. The 
fact that the lords of Urbino would have wanted the effigy of Raphael in 
their collection is plausible: as a successful painter, Rapahel was a source 
of great pride and glory for the city in which he had been born. In the 
1630s, Vittoria della Rovere, betrothed to her cousin Ferdinando II de’ 
Medici, brought the finest masterpieces of her family’s collection to 
Florence as her dowry. The self-portrait was then registered )1663- 
1667) as one of the ‘Portraits of painters painted by their own hand’ 
collected by Cardinal Leopoldo de’ Medici, the first nucleus of his exten- 
sive collection which is now mostly in the Uffizi, Florence. 
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Giovanni Pietro Rizzoli, called ۱۱ Giampietrino 
(Milan 1480/85-1553) 

Saint Catherine of Alexandria, 

oil on panel, 63 x 50 cm, framed 

€ 80,000 — 120,000 US$ 86,200 — 129,300 
Provenance: 

art market, Italy; 

where acquired by the present owner 


Exhibited: 
Milano, Palazzo dell'Arte, Mostra di Leonardo da Vinci, May — October 
1939, cat. no. 143 (according to a label on the reverse) 


We are grateful to Cristina Geddo for endorsing the attribution. 


The present painting of Saint Catherine of Alexandria is another auto- 
graph replica of the composition of the same subject in the Gallerie 
degli Uffizi, Florence (inv. no. 1890, 8544, 381, 64 x 50 cm.). The pro- 
duction of replicas of the same subject was typical for Giampietrino's 
working practice. The saint is shown half-length turned to three-quar- 
ters without a halo, nude and with long curling hair, within a rocky set- 
ting. She has turned to her right with her hands crossed over her breast 
in prayer, with the wooden wheel of her martyrdom clearly visible. 


Giampietrino's oeuvre oscillates between the sacred and the profane: in 
works such as the present panel he depicted female saints in a sensual 
manner; this approach was to inspire Correggio and Lombard Seicento 
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painting (see C. Geddo, Una nuova Maddalena del Giampietrino, Cinisello 
Balsamo 2009, p. 291). The style, iconography and formal qualities of 
the present painting leave no doubt as to its status as an autograph 
work of the artists own hand. His painterly technique aimed at height- 
ening the quality of chiaroscuro generated by contrasting the female 
nude and the shadowy landscape setting of a cave from which the saint 
dramatically emerges, thus allowing her body to be better illuminated. 


The stylistic proximity of the present work with the altarpiece repre- 
senting the Madonna of Loreto with Saints John the Baptist and Catherine 
in the church of Ponte Capriasca in Lugano suggests that this work 
belongs to the artist's advanced maturity, around the 1530s. The 
female figures in both works show a strong contrast between the body 
and the delicate profile. These same features also occur in the Diana 
the huntress in the Metropolitan Museum of Art, New York (inv. no. 
1989.21), which derives from a print by Gian Giacomo Caraglio (circa 
1500-1570). 


Giovanni Pietro Rizzoli, il Giampietrino was one of Leonardo's apprenti- 
ces. He worked in Milan and the surrounding territories during the first 
half of the Cinquecento until his death in 1553. He entered the work- 
shop of Leonardo during the mid-1490s where he came into contact 
with painters such as Boltraffio and Marco d'Oggiono (see P. C. Marani 
Giovan Pietro Rizzoli detto از‎ Giampietrino. Milano, notizie dal 1495 circa al 
1549, in: | Leonardeschi. L'eredità di Leonardo in Lombardia, Milan 1998, p. 
275). His production consisted primarily of half-length male and female 
saints, executed for private devotion, and he only rarely painted full 
scale altarpieces. He adopted the refined technique of painting in trans- 
parent veils of colour from Leonardo and interpreted this in an entirely 
personal manner. 
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Follower of Leonardo da Vinci 
The Madonna of the Rocks, 

oil on panel, 70 x 48 cm, framed 


€ 100,000 — 150,000 US$ 107,800 — 161,600 


Provenance: 
Collection of Contessa Rosa Bertoglio (1836-1916), Milan; 
Private European collection 


Literature: 

D. Sant'Ambrogio, Un dipinto leonardesco ad Affori presso Milano, in: 
Cosmos Catholicus. Grande Rivista Cattolica Illustrata, vol. 3, no. 1, 
1901, p. 540, mentioned under note 2 (as copy); 

N. Bertoglio Pisani, La Vergine delle Roccie di Leonardo da Vinci, in: Arte e 
Storia, vol. 22, no. 4-5, 1903, p. 24 (as Follower of Leonardo); 

F Malaguzzi Valeri, La Corte di Lodovico i! Moro. Bramante e Leonardo da 
Vinci, vol. II, Milan 1915, illustrated p. 408, fig. 464, p. 420, note 1, p. 
421 (as “ignoto copista, dell'inizio del cinquecento, Maniera dei Piazza da 
Lodi’); 

F Porzio (ed.) Zenale e Leonardo. Tradizione e rinnovamento della pittura 
lombarda, exhibition catalogue, Milan 1982, p. 131, mentionend under 
cat. no. 39 (as ‘scuola lodigiana’) 


The present painting is registered in the Fototeca Zeri under no. 34212 
(as Circle of Leonardo da Vinci, whereabouts unknown). 


The present painting relates to the celebrated composition by Leonardo 
da Vinci in the Louvre, Paris (inv. no. 777). 


In 1483, Leonardo received the commission to paint a panel depicting 
the Madonna and Child for the church of San Francesco Grande in Milan. 
Leonardo modified the iconography stipulated in the contract, painting 
instead the Meeting of the Christ Child with the Infant Saint John the Bap- 
tist, an episode narrated in the Life of John according to Serapion and 
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other apocryphal texts regarding the infancy of Christ. This gave rise to 
he composition of the Madonna of the Rocks (a name in use from the 
19th century onwards), which is today one of Leonardo's most cele- 
brated compositions. This was probably the painting on panel now in 
the Louvre, Paris which is stylistically dated by critics to 1483-1486; it 
is possible that the painting, which never reached the altar for which it 
was intended, was bought directly by Ludovico il Moro and later passed 
into the French Royal collections, from where it went to the Louvre. 


n the meantime, the painter left Milan in 1499, having probably already 
begun a second version of the Madonna of the Rocks, which is identified 
as the painting now in the National Gallery, London for which a date 
between the last years of the 15th and the first years of the 16th cen- 
ury has been proposed. The painting in the National Gallery version 
differs from that in the Louvre in certain details, such as the absence of 
he gesture of the angel pointing to the Christ Child, or the presence of 
the halos, which do not appear in the French version. 


The success of Leonardo's iconography was immediate. Already in 1508 
Giovanni Ambrogio de Predis had asked for permission to copy the 
altarpiece of San Francesco Grande, executing an exact copy under the 
master’s supervision, which has yet to be identified. 


The present painting resembles this first version of the Madonna of the 
Rocks, now in the Louvre, although it is smaller in size, and it was prob- 
ably executed just a few years after Leonardo's original: Malaguzzi Valeri 
(see in literature) considered this an early sixteenth century work, stylis- 
ically comparable to the output of the workshop of the Piazza da Lodi. 
The dating of this painting seems to be around Leonardo’ second stay 
in Milan (1506-1513), who actively promoted the execution of copies 
of both versions. However, the painting under discussion is the only 
copy, that imitates the shaped top of the original altarpiece. The most 
interesting part is the grotto in the background, emerging from this 
anonymous artist's fantasy who ignores the authentic and precise geo- 
ogical imitation of Leonardo's grotto. This creative interpretation of the 
grotto cannot be found in any other copy of the Madonna of the Rocks. 
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Vittore Carpaccio 

(Venice 1450-1522) and 

Benedetto Carpaccio 

(Venice 1490-1572 Istria) 

The Madonna and Child with Saint John the Baptist and Saint Jerome, 
oil on panel, 53 x 76.5 cm, framed 


€ 100,000 — 150,000 US$ 107,800 — 161,600 


Provenance: 

Aprosio collection, Montecarlo; 

sale, Christie's, London, 30 November 1973, lot 6 (as Vittore Carpaccio); 
Private collection, Switzerland 


Literature: 

G. Fiocco (ed.), Carpaccio, Novara 1958, p. 32, no. 9, fig. 13b (as Vittore 
Carpaccio); 

P Zampetti (ed.), Vittore Carpaccio, exhibition catalogue, Venice 1963, 

p. 281, no. 65, fig. 65 (as ‘doubtfully Vittore Carpaccio’); 

M. Muraro, Carpaccio, Florence 1966, p. 92 (as ‘Attributed to Vittore’); 
G. Perocco (ed.), Lopera completa del Carpaccio, Milan 1967, p. 116, 

no. 129 (under ‘Ulteriori attribuzioni al Carpaccio’); 

G. Fossaluzza (ed.), Vittore Carpaccio a Pozzale di Cadore. 1519. Le ultime 
opere per Venezia, Istria e Cadore, Treviso 2012, pp. 183, 185, fig. 99, 

p. 230, note 110 (as Vittore Carpaccio and workshop [Benedetto]) 


The present painting is registered in the Fototeca Zeri under no. 24382 
(as Benedetto Carpaccio). 


This painting represents the Madonna and Child with Saint John the Bap- 
tist and Saint Jerome; the figures occupying the foreground are shown 
half-length. The ‘tendaletto domore or cloth of honour hangs behind the 
Madonna, while to each side are narrow openings onto the landscape 
depicting an expanse of water, possibly the Venetian lagoon. 
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The work is included among those by Vittore Carpaccio completed 
with the assistance of his son Benedetto. This collaborative practice 
evolved from around 1515 and based on its style and composition, this 
panel is datable to around this time. It can be compared to other paint- 
ings made by the two painters working together in this period, including 
the Madonna and Child with Saints Catherine of Alexandria and George, 
formerly in the Mullaly collection (see G. Fossaluzza, Vittore Carpaccio 

a Pozzale di Cadore. 1519. Le ultime opere per Venezia, Istria e Cadore, 
Treviso 2012, p.167, 183, fig. 74) in which the perspective is similar, as 
are the poses of the figures, while the profile of Saint Catherine, with 
her down-turned gaze is seemingly redeployed by the painter for the 
features of the Madonna in the present painting. This work, which was 
begun by Vittore and completed by Benedetto, reveals a formalism in its 
echnical execution, emphasising the volume of the figures and a con- 
trolled rendering of light with a bright, compact and polished application 
of the media. These qualities are also evident in another work executed 
in collaboration by father and son formerly in the Nicholson collection, 
London (see Fossaluzza, op. cit., 2012, pp. 182, 185, fig. 98). 


Vittore Carpaccio's first signed painting dates to 1490 and is executed 
on canvas, depicting the Arrival in Cologne from the cycle of The Legend 
of Saint Ursula, today conserved in the Gallerie dell'Accademia, Venice 
(inv. no. 578). Although Carpaccio was considered to be a talented por- 
raitist and known for his magnificent altarpieces in many churches, he is 
best remembered for his narrative cycles commissioned to decorate the 
gathering halls of the ‘Scuole’, the various charitable lay confraternities 
dedicated to individual saints, such as his above-mentioned canvases for 
he Scuola di Sant'Orsola. 


Vittore had two sons, Benedetto and Piero; Benedetto is the better 
nown of the two and he began his career as a painter working as his 
father’s assistant. Later in life he moved to Capodistria, now Slovenia, 
where he worked for numerous churches in the city, and where a 
Madonna enthroned with Saint Nicholas and John the Baptist remains in the 
Cathedral of the Assumption and Saint Nazario. His works can also be 
found at Piran and Trieste (see Fossaluzza, op. cit, 2012, pp. 189-199). 
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Gandolfino da Roreto 

(Asti documented 1493-1517) 

Christ before the Sanhedrin, 

tempera on panel, 28.5 x 50.7 cm, framed 
€ 60,000 — 80,000 US$ 64,700 — 86,200 
Provenance: 

with Giovanni Sarti, London, by 2002; 

Private collection; 

sale, Sotheby's, London, 20 May 2021, lot 52 (as Gandolfino da Roreto); 
where acquired by the present owner 


Literature: 

A. de Marchi, in: Fonds d'or et fonds peints Italiens (1300-1560), Paris 
2002, pp. 148-157 (as Gandolfino da Roreto, circa 1500); 

J. Marciari, Italian, Spanish, and French Paintings before 1850 in the San 
Diego Museum of Art, San Diego 2015, pp. 115-117 (as Gandolfino da 
Roreto). 


Gandolfino da Roreto is one of the significant Northern Italian artists 
during the stylistic transition from late Gothic to early Renaissance 
painting. The reconstruction of his corpus is based on his first identified 
commission, the large polyptych depicting the Assumption of the Madon- 
na with Saints for the church of Saint Francis in Alba (Cuneo), signed and 
dated 1493, now in the Galleria Sabauda, Turin. 
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The present panel once formed part of a lower predella for an altar- 
piece of the Assumption of the Madonna. This predella originally illus- 
rated a continuous narrative of the Passion of Christ. Five other panels 
would have originally joined the present one, of which four others are 
presently known. All share the same refined technique and multi-figured 
compositions. From left to right, the panels of this predella included The 
Last Supper (private collection, Turin); one panel illustrating multi- 

ple scenes of Mary Magdalene Washing Christ's Feet, The Agony in the 
Garden, and the Arrest of Christ (private collection, Turin); the present 
ot; one panel illustrating The Flagellation, Crowning of Thorns, and Ecce 
Homo (location unknown); Christ Carrying the Cross (San Diego Museum 
of Art); and an as yet unidentified panel. The upper register of this altar- 
piece originally consisted of a central panel depicting the Assumption of 
the Madonna (location unknown), flanked by Saint John the Baptist and 
Saint Francis on the left (location unknown) and Saint Stephen and Saint 
Anthony of Padua on the right (Musei Civici d'Arte Antica, Turin). 


Stylistically Gandolfino’s works reflect a traditional courtly taste incorpo- 
rating a convincing and three-dimensional representation of the human 
figure, which appears modern. The influence of Flemish painting is also 
apparent in his works, besides other Southern European elements — a 
combination of influences which characterise Gandolfino's corpus of 
works. 
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Workshop of Alessandro Allori 
(Florence 1535-1607) 

Portrait of a lady with a dog, 

oil on panel, 89 x 66 cm, framed 


€ 20,000 — 30,000 US$ 21,600 — 32,300 
Provenance: 

sale, Christie's, London, 11 April 2013, lot 103 (as Studio of Alessandro 
Allori); 


where acquired by the present owner 


This portrait is a significant example of Florentine late Renaissance 
painting, close to the style of Alessandro Allori. It is characterised by a 
formality and aristocratic serenity. Allori, who was a pupil and nephew 
of Bronzino, developed a sculptural style of portraiture that lent gravitas 
o his wealthy and aristocratic sitters. The figure of the young woman in 
he present composition displays a number of symbols that define her 
social status, such as the fashionable dress carefully rendered with a silk- 
ike sheen and the hairstyle with the upswept hair divided by a centre 
parting and adorned with a headdress of ribbons and precious jewels. 
The dog on the table held by her left hand and the vase of flowers are 
symbols of fidelity and purity. 


The workshop Allori inherited from his master Bronzino, produced 
‘infiniti ritratt [innumerable portraits] for ‘Principi, Signori, e gentilhuomi- 
ni’, as Raffaele Borghini testified in his work II Riposo in 1581. Just like 
Bronzino before him, Allori was one of the most prolific and important 
painters active in Florence in the second half of the sixteenth century 
and he was the official painter of the Medici court. In 1540, he was 
adopted by Bronzino, a friend of his deceased father. Allori's work 
reveals a deep respect for the bel disegno of the masters of the golden 
age of Florentine art, including Michelangelo, Andrea del Sarto and, 

of course, Bronzino. His style, however, incorporates contemporary 
influences and possibly also knowledge of Northern painters. Allori was 
involved in numerous projects, including the decorations for the funeral 
of Michelangelo in 1564, and the marriage of Francesco de’ Medici to 
oanna of Austria. He was also involved in the decoration of the Studiolo 
of Francesco |, together with collaborators and pupils, including Giovan- 
ni Maria Butteri, Alessandro Fei, Maso da San Friano, Jacopo Coppi and 
Giorgio Vasari. He was the father of Cristofano Allori, the distinguished 
Florentine painter of the early Baroque period. 
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Fig. 1: Bartholomáus Bruyn |, Portrait of a man, 
Kunsthistorisches Museum, Vienna, inv. no. 868 
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Bartholomáus Bruyn | 

(Wesel 1493-1555 Cologne) 

Portrait of a gentleman, traditionally identified as the Cologne councillor 
Johan van Ryndorp (1505-1551/2), 


with inscription lower left: VNIVERSAVANITAS,PRETER,AMARE,DE/ VM, 


oil on panel, 83 x 57 cm, framed 
€ 200,000 — 300,000 


Provenance: 

Collection of Anton Joseph Essingh (1787-1864), Cologne; 

his sale, J. M. Heberle, Cologne, 18 September 1865, lot 57 (as Hans 
Holbein); 


Collection of Franz Merkens (1823-1905) and Maria Katharina Merkens, 


née Essingh (1827-1905); 

by descent to Walter Merkens (1867-1929), Bad Honnef until 1926; 
with Paul Cassirer, Berlin (no. 5107), 22 October 1926 until 14 June 
1935; 

sale, Paul Graupe, Berlin, 27 May 1935, lot 59 (as Bruyn, auctioned as 
Besitz Bankh. D.- Sch. = Delbrúck und Schickler, Berlin by order of 
Kunstsalon Paul Cassirer); 

Collection of Heinrich Neuerburg (1883-1956), Cologne; 

sale, Lempertz, Cologne, 15 November 1972, lot 34; 

Private collection, Northern Germany 


We are grateful to the Paul Cassirer Archive for their assistance with 
the provenance research of this lot. 


Exhibited: 

Munich, Galerie Fleischmann, Das Bildnis in der deutschen Renaissance, 
1931, cat. no. 9 (as Bartholomáus [Barthel] Bruyn der Júngere); 
Cologne, Kunsthaus Lempertz in cooperation with the Wallraf- 
Richartz-Museum, Barthel Bruyn 1493-1555. Gesamtverzeichnis seiner 
Bildnisse und Altarwerke. Gedáchtnisausstellung aus Anlass seines vierhun- 
dertsten Todesjahres, June — August 1955, cat. no. 66 (as Barthel Bruyn) 


US$ 215,500 — 323,300 


Literature: 
. van Endert (ed), Die Essingh'sche Kunstsammlung in Köln, in: Organ für 
christliche Kunst, Cologne 1865, vol. XV, p. 201 (as Bartholomáus 
Bruyn); 

R. Heinemann-Fleischmann, Das Bildnis in der deutschen Renaissance, 
exhibition and sales catalogue, Munich 1931, pp. 10-11, cat. no. 9, illus- 
rated (as Bartholomáus [Barthel] Bruyn der Júngere); 

H. May, Barthel Bruyn 1493-1555. Gesamtverzeichnis seiner Bildnisse und 
Altarwerke. Geddchtnisausstellung aus Anlass seines vierhundertsten Todes- 
jahres, exhibition catalogue, Cologne 1955, p. 29, no. 66 (as Barthel 
Bruyn); 
H. Westhoff-Krummacher, Barthel Bruyn der Altere als Bildnismaler, Berlin 
1965, pp. 151-52, cat. no. 76, illustrated p. 152 (as Barthel Bruyn der 
Altere) 


The present imposing portrait shows a refined example of Renaissance 
portraiture of the Rhine area. The sitter is depicted in three-quarter- 
ength and is positioned almost frontally. The upper body of this 
wealthy-dressed man is slightly turned to the left which is enhanced by 
his outwards-looking gaze in the same direction. Considering the long 
fur topcoat and his black-dyed tunic with padded shoulders, the gentle- 
man must have been prominent. This particular tunic was much 
favoured amongst men of status of the period and along with the long 
grey beard, that came into fashion North of the Alps and spread across 
Europe, was considered to enhance their masculinity. The pair of care- 
fully decorated grey suede gloves, the black beret, and the golden rings 
also emphasise the sitter’s status. The ring on the index finger could be 
a signet ring but does not reveal any sign of a family crest or mono- 
gram. The ring on his little finger has a set of blue and green gemstones 
and could possibly refer to the sitter’s personal status or even be a 
wedding ring. 


The sitter has traditionally been identified as the Cologne councillor 
Johan van Ryndorp (1505-1551/2) however, in the 1965 publication on 
Bruyn | by Westhoff-Krummacher (see literature) this identification is 
questioned as neither the heraldic literature nor the Van Ryndorp family 
wills have records with references to the coat-of-arms illustrated in the 
upper left corner of the present painting. According to Westhoff-Krum- 
macher it is therefore unclear what the identification of Johan van Ryn- 
dorp is based on. The exquisitely painted family crest shows three gold- 
en collared dogs or possibly bears on a diagonal curved blue ribbo 
against a black shield. The coat-of-arms is crowned with a knight's hel- 
met and is decorated with a so-called mantling that elegantly entwines 
around the shield. The family crest is again repeated in miniature above 
the helmet. 


The combination of the gaze of the gentleman, the delicate ring and 
above all the shape of the panel may indicate the portrait possibly came 
along with a pendant, and that together the pair formed a diptych. 
However, one would expect the reverse of the panel to be decorated 
with either a coat-of-arms or possibly an added still life scene, as can be 
seen in other works of Bartholomáus Bruyn را‎ such as in the Portrait of 
Margaretha von Mochau conserved in the Króller-Múller Museum, Otter- 
lo (inv. no. KM 102.025). This, of course, could have been removed 
when the diptych was separated. Until now there seems to be no 
match with a female portrait by Bruyn | of similar size and shape or that 
of a man who could have been related to the sitter. 


The portrait genre was widely practiced from the Renaissance onwards 
and these often private works were not necessarily individually hung, 
but in the case of diptychs, depending on the size, were closed and 
opened whilst on a standard or pedestal. In previous times portraiture 
was strictly and only reserved for sovereigns, during this grand time of 
transition it gradually became customary among the elite of councillors, 
merchants, lawyers and their spouse's, who loved to mirror these tradi- 
tions, to commission portraits often lavishly filled with motifs referring 
to their professions and social status. The present painting, however, 
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Fig. 2: Infrared me of the present painting 
(right hand and skull) 


does not show any elements which are indicative of the career of the 
present sitter. During the second half of the sixteenth century a sober 
portrait style became fashionable, and the portrayed were painted more 
and more on a life size scale. Taking this into account, Westhoff-Krum- 
macher dates the present portrait to circa 1550—55. 


While Bruyn | executed this portrait, contemplation about the finiteness 
of life and notions about the afterlife occupied the human mind daily. 
Death was never far away during the late Renaissance and the urge to 
visually underline the awareness of mortality is seen in the use of sym- 
bols in portraiture of the period. Especially in Northern Europe memen- 
to mori motifs are encountered in the form of smouldering wicks of 
candles, soap bubbles, hourglasses and skulls, as is seen in the present 
painting. Another fine example in which Bruyn combined these ele- 
ments is the Portrait of a man conserved in the Kunsthistorisches Muse- 
um, Vienna (inv. no. 868, see fig. 1). The relation between the present 
painting and the Vienna portrait is evident. The skulls in both paintings 
form a clear contrast between the liveliness of the sitters and the possi- 
bly unexpected ending of their lives that awaits them. Bruyn | used 
these symbols in many of his portraits and combines these in his still life 
scenes, a genre which developed around this time. The artist experi- 
mented with trompe l'oeil effects such as the large fly on the frontal 
bone of the skull in the present panel. The painted inscription VNIVER- 
SA VANITAS PRETER AMARE DEVM matches with the memento mori 
motif of the skull and can be interpreted as “All is Vanity but loving God’, 
deriving from the famous text De Imitatione Christi (Thomas a Kempis, 
Augsburg, circa 1470). 


Bartholomáus Bruyn | also known as Barthel Bruyn was the great pio- 
neer of the Cologne school of painting and was a pupil of Jan Joest in 
Haarlem alongside Joos van Cleve, which may explain the brilliance and 
richness of Bruyn's colouring and handling of diverse textures. A 
remarkable example of the masters exquisite painting techniques is the 
Xantener Altar, which is believed to be the master’s most impressive 
and monumental work, still in situ in the Xanten Cathedral. Bruyn | was 
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succeeded in his endeavour by his son Barthel Bruyn the Younger 
(1530-1607) who, like his father was noted for his refined portraits. 
Indeed, some of these works by, both father and son, have, erroneously 
in the past, been attributed to Hans Holbein Il, a testament to their 
quality. As a portraitist, Bruyn's clientele consisted of the nobility and 
elite of the Lower Rhine region amongst whom was the German born 
Anne of Cleves, the fourth of the unfortunate wives of King Henry VIII 
of England. Her portrait is today conserved at St. John’s College, Univer- 
sity of Oxford (inv. no. PPO2). Other portraits of Bruyn | are conserved 
in international collections such as the National Gallery in London, the 
Metropolitan Museum of Art in New York and the Wallraf-Richartz- 
Museum in Cologne. 


Technical analysis by Gianluca Poldi: 


The work is painted on two oak boards placed vertically, 9-10 mm 
maximum thickness, and well preserved, with a few retouches. The back 
still shows, in raking light, the signs of workmanship with the gouge, and 
the L-cuts along all the edges to allow insertion into the original shaped 
frame, with its lobed shape. This frame must have had wooden strips 
adhering to the panel on the recto, as demonstrated by the unpainted 
band of about one centimetre along the edges. The white ground was 
applied when these strips were already glued, as demonstrated by the 
slight rising of the margins of the preparation itself. 


Two inscriptions appear on the reverse (D.31. and ‘HOLBEIN 1520’) 
painted in black with two different materials, therefore probably not by 
he same hand, and a numerical inscription (‘15[..J25’) in red in the 
upper part, placed in a box and almost completely erased, probably 
modern. 


Infrared reflectography revealed a thin drawing made over the extreme- 
y smooth ground layer, and carried out with a sharp black chalk, a 
graphic medium typical of Flemish practice at that time, and the painting 
technique is overall that developed in Flanders, with the use of thin glaz- 
es, coherent with the artistic training hypothesised for Barthel Bruyn the 
Elder in the Lower Rhine. Only a few lines of this drawing appear clear- 
y, and typically where the painting doesn't follow exactly the under- 
drawing, which happens in a few areas. Graphic signs can be seen along 
he fingers of the right hand, the ring finger being shortened during the 
painting phase, and along the skull: in the orbits of the skull the drawing 
is freer and repeats the shape several times (see fig. 2). Thin freehand 
ines outline the table and hint at the shadow cast on it by the skull. The 
drawing underneath the face is almost invisible, though the fingers in the 
eft hand show alterations: the thumb was positioned lower, tightening 
further around the glove, so as to leave part of the nail visible; whilst 
the tips of the other fingers were longer too. 


The outstanding quality of the painting and the ability of the painter is 
testified also by microscopy, showing the choices of pigments and mix- 
tures. Pigments were examined by means of reflectance spectroscopy in 
many points. Particularly impressive is the background, seeming brown- 
ish but really obtained with glazes of verdigris and lead-tin yellow proba- 
bly using a pad after applying to obtain the final light-shadow chromatic 
modulations. Flesh tones are a usual mixtures of lead white with vermil- 
ion, and some amounts of finely grinded black pigment. The brown of 
the fur contains a brown earth with high organic content, probably a 
Kassel-type one, while a yellow ochre (goethite) is employed in the table 
and skull. A blue pigment, azurite, is also used, which, in small quantities 
to avoid an overly bright colour, is found in the precious stone of the 
ring, in the grey-blue of the fly leaning on the skull and in the irises of 
the eyes. 


The Latin inscription is coherent with the painting and in perfect condi- 
tion. 


(detail) 
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Circle of François Clouet 

(Tours before 1522-1572 Paris) 

Portrait of Elisabeth of Valois (1545-1568), Queen of Spain, bust-length, 
in a crimson velvet dress embroidered with gold and silver, 

oil on panel, 35 x 23 cm, framed 


€ 40,000 — 60,000 US$ 43,100 — 64,700 


Provenance: 
Private European collection 


The sitter of the present portrait is Elisabeth of Valois, the eldest daugh- 
ter of Henry ll of France and Caterina de Medici. The French princess 
was celebrated at European courts for her intelligence, beauty and 
mildness of character. In 1559, at the age of 14, Elisabeth married the 
Spanish King Philip Il (1527-1598) by proxy, becoming his third wife, 
after the death of his first and second wives, Maria Manuela of Portugal 
and Mary | of England. The Spanish people euphorically welcomed the 
new queen as Isabel de la Paz, as she sealed the long hoped for peace 
between France and Spain. 


Around the time of her marriage, Francois Clouet portrayed the young 
bride in a work now in the Toledo Museum of Art (inv. no. 1929.140, 
dated circa 1559), dressed in a Spanish-style black velvet costume with 
silver sleeves and a headdress set with pearls and precious stones. The 
present painting might also have been executed around this time and 

is related to her portrait by Antonis Mor, as well as another by Alonso 
Sánchez Coello, both dated to circa 1560 and conserved in the Váres 
Fisa Collection, Madrid. Elisabeth wears one of her most magnificent 
dresses, valued at 50,000 maravedis in an inventory made after her 
death — which equals 25,665 Spanish gold ducats — consisting of a white 
and gold high bodice under a crimson velvet dress with silver and gold 
embroidery, embellished with cut-outs. The rigid style with the stiff ruff 
and the closed dress, which covers the entire neck, corresponds to mid- 
16th century French fashion. 


Francois Clouet was son of the painter and draughtsman Jean Clouet 
and trained in his father’s workshop, succeeding him after his death in 
1540 in the position of painter and valet de chambre at the Valois court. 
Over his long career he worked for Francois |, Henri ll, Francois ll and 
Charles IX. Clouet was celebrated by poets and men of letters, includ- 
ing Pierre de Ronsard. In his work Le Fort inexpugnable de l'honneur du 
sexe féminin, dedicated to Catherine de' Medici and published in 1555, 
Francois de Billon even compared him to Michelangelo, evidence of 

the great success the artist enjoyed among his contemporaries. As a 
portrait painter Clouet was able to render the expression of his sitters 
n combination with an almost dry precision, elegant stylisation and plas- 
ticity of form. 


As the head of a large workshop, Clouet was responsible for the pro- 
duction of miniatures, enamels, easel paintings, prints and medals, as 
well as theatre sets and ephemeral decoration for ceremonies. Some 
of his collaborators, active between 1550 and 1575, are known from 
documents and included Francois Brimbal, Laurent Dujardin, Guyon 
Ledoulx and Jean and Jacques Patin. 
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(O Real Armería, Madrid, Patrimonio Nacional, 19000326 


Fig. 1: Wolfgang Grosschedel, Armadura con las cruzes 
de Borgoña, 1551, Madrid, Patrimonio Nacional, inv. no. 
19000326, cat. A-263 
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Habsburg Court Painter, 16th Century 

Portrait of King Philip Il of Spain (1527-1598) after the Battle of Saint 
Quentin, bust-length, wearing armour and the Order of the Golden 
Fleece, 

oil on canvas, 59 x 51.5 cm, framed 
€ 40,000 — 60,000 US$ 43,100 — 64,700 
We are grateful to Gloria Martínez Leiva for her help in cataloguing the 
present painting. Her written report accompanies this lot. 


This portrait depicts the young Philip ll of Spain in a triumphant pose. 
It is a defining image of the early part of the new monarchs reign, cre- 
ated to commemorate Spain's victory over the French at the Battle of 
Saint Quentin in August 1557, in which Philipp had been present on 
the battlefield, an artistic statement intended to validate Philip as both 
the military, as well as the political heir to his father, Emperor Charles V. 
Philip is painted wearing the cuirass of the famous Cruces de Borgofia 
armour, made for him in 1551 by Wolfgang Grosschedel of Landshut 
(circa 1517-1562) his favoured smith, still in the Royal Collection, 
Madrid (inv. no. 190000326, cat. A-263, see fig. 1). This suit was parti- 
cularly finely wrought, with Burgundy crosses, as well as motifs of the 
Order of the Golden Fleece, with a flaming image of the Immaculate 
Conception at the centre over the heart of the monarch, in damas- 
cened gilt decoration. This is the very armour that Philip wore at the 
Battle of Saint Quentin. 
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Fig. 1: Anthonis Mor van Dashorst, William | (1533-84) ,The Silent; 
Prince of Orange, Gemáldegalerie Alte Meister, Kassel, inv. no. GK 37 
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Anthonis Mor van Dashorst and Studio 


(Utrecht 1519-1575 Antwerp) 


Portrait of Anna of Egmond )1533- 


William the Silent, Prince of Orange 
inscribed upper left: Printzessin von 
oil on panel, 109 x 84 cm, framed 
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Fig. 3: Anthonis Mor van Dashorst, Portrait of a Noble Knave, 
Gemáldegalerie Alte Meister, Kassel, inv no. GK 39 
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© Dorotheum, Vienna 


Fig. 1: Domenico Tintoretto, The Temptation of Saint Anthony, 
sold at Dorotheum, 10 November 2021, lot 41 
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Domenico Robusti, called Domenico Tintoretto 
(Venice 1560-1635) 

Saint Anthony banishing the devils of temptation, 
oil on canvas, 171 x 199.5 cm, framed 

€ 30,000 — 40,000 US$ 32,300 — 43,100 
Provenance: 

sale, Francesco Semenzato & C. Sas, Venice, 8 December 1982, lot 639 
(as Domenico Tintoretto, with wrong measurements); 

Private European collection; 

sale, Wannenes, Genoa, 29 November 2022, lot 307 (as Domenico 
Tintoretto); 

where acquired by the present owner 


Literature: 

P. Rossi, Per i! catalogo di Domenico e Jacopo Tintoretto: novità 6 precisioni, 
in: Arte veneta, vol. 55, 1999, p. 34, 36, fig. 9 (as Domenico Tintoretto); 
P. Rossi, Disegni della bottega di Jacopo Tintoetto, in: Arte veneta, vol. 68, 
2012, mentioned p. 58, note 8 (as Domenico Tintoretto) 


The present painting relates to a drawing by Domenico Tintoretto in 
the British Museum, London (inv. no. 1907,0717.74). 


We are grateful to Giorgio Fossaluzza for his help in cataloguing the 
present lot. 


A similar painting by Domenico Tintoretto, of the same dimensions, also 


representing the temptations of Saint Anthony Abbot was sold at Dor- 
otheum, 10 November 2021, lot 41 (see fig.1). 
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This work demonstrates the inventiveness and pictorial quality of 
Domenico Tintoretto's advanced style of painting following the death of 
his father, Jacopo Tintoretto (Venice 1518-1594). lt can be compared 
to a sizeable group of disegni pennellati (oil and brush works on paper) 
in the artist’s so-called ‘British Museum album’, in which he revisits the 
same subject as in the present painting. The album consists of twenty 
drawings in which Saint Anthony is shown tempted by female figures, 
while another thirteen depict the saint's temptation by monstrous 
creatures (see S. Mason, in: Dal Pordenone a Palma il Giovane: devozione 
e pieta nel disegno del Cinquecento, Milan 2000, pp. 178-179; W. R. 
Rearick, I! disegno veneziano del Cinquecento, Milan 2001, pp. 206-207, 
236, no. 345). 


The artist repeatedly explored this theme throughout his career, experi- 
menting with the subject and composition. Indeed, the subject evidently 
preoccupied him to such an extent that no other theme within the 
entirety of his vast corpus was studied by him with equivalent intensity. 
The rendering of the subject verges on a brusque realism which inclines 
toward the ugly, almost in a deliberate refusal of beauty, and through 

this, the erotic passages emerge in a series of dynamic of contrasts (see 
W. R. Rearick, ibid., 2001, pp. 203-207). 


Giorgio Fossaluzza has suggested dating the present work to the begin- 
ning of the 1600s, the period during which the artist repeatedly dedi- 
cated himself to the subject of the temptation of Saint Anthony (see C. 
Ridolfi, Le maraviglie dell'arte, vol. Il, Venice 1648, p. 259). 
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Workshop of Tiziano Vecellio, called Titian 
(Pieve di Cadore circa 1485/90-1576 Venice) 
Ecce Homo, 

oil on canvas, 126.5 x 100.5 cm, framed 


€ 15.000 — 20.000 US$ 16.200 — 21.600 


Provenance: 
Private European collection, since at least 1875 


The present composition is closely related to the Ecce Homo in the St. 
Louis Art Museum (inv. 10:1963) which has generally been considered 
o be a late work by Titian, as well as being assigned by some scholars 
o Titian and his studio, even if there is some uncertainty with regard to 
he proportion of the master's contribution and that of his assistants. 


While there is an evident connection between the present painting and 
he work in St. Louis in the compact composition, charged with pathos, 
here is greater similarity between the painting under discussion and 
another two versions which are part of a series of canvases executed 
around 1570. The first version is in Alte Pinakothek, Munich (inv. no. 
6252), on long term loan from Münsterschwarzach Abbey, while the 
second was formerly with Dorotheum, 20 October 2015, lot 39 (see 
P Joannides The Mocking of Christ, the Recognition of Christ's Divinity and 
the Ecce Homo by Titian and his studio, in: P. Humfrey (ed.), Themes and 
variation, Florence 2022, pp. 95-113). 


In the latter two works, as in the version under discussion, a torch is 
held by a youth advancing on the left in the upper quadrant of the 
painting; additionally, on the right side of the painting, Christ's mantle 
is depicted falling from his shoulder in all three versions. The present 
painting, which was previously unknown, can now be added to this 
group and is unusual for its inclusion of a ledge at the base, which 
seems to be a unique feature when compared the other versions. 
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Circle of Joos van Cleve 

(Cleve circa 1485-1540/41 Antwerp) 

The Madonna and Child with a book, 

oil on panel, transferred onto canvas, 62.5 x 50 cm, unframed 


€ 30,000 — 40,000 US$ 32,300 — 43,100 


Provenance: 
Private collection, Switzerland 


The present painting is one of a series of versions of the same subject, 
executed by the studio or circle of Joos van Cleve, after that of the 
master which generated a considerable success among his contempo- 
raries and followers. The best-known version attributed to the master, 
with contributions by his studio, is datable to 1525 and is preserved in 
the Metropolitan Museum of Art, New York (see M. W. Ainsworth, K. 
Chrstiansen, J. Chapuis (eds.), From Van Eyck to Bruegel: Early Netherland- 
ish Painting in The Metropolitan Museum of Art, New York 1999, pp. 360-7 
362). This painting shares exactly the same composition as the present 
work for the representation of the Madonna and Child but differs in the 
description of the setting and the surrounding objects. 


The present painting presents exactly those qualities for which Dutch 
painting has always been admired: extraordinary realism, exemplified 
here, thanks to the artist's close attention to detail, by the transparency 
of the glass in the foreground, the fur of the Virgin's cuffs, the depic 
ion of the paper pages of her book, and the fruit on the shelf before 
her. These are all elements that perfectly combine in the intimate and 
affectionate atmosphere of the scene, characteristic to renderings of the 
Madonna and Child; here the latter is shown asleep in his mother’s lap. 
The setting, in an elegant room, opens onto a green landscape popu- 
ated with little figures, through which a river runs to the distant blue 
mountains, revealing a clear application of Leonardo's sfumato technique. 


This type of representation, with the mother engaged in devotional 
reading as she holds her sleeping child in her arms, is rich in symbolic 
references. The sleeping child is to be understood as a prefiguration of 
the events of the Passion. The apple he holds identifies him as the new 
Adam while recalling original sin. 


Joos van Cleve's name derives from his birthplace Cleve in the pres- 
ent-day region of the lower Rhine in Germany, close to the Dutch 
border. His father William van Cleve the Elder was also a painter doc 
umented in the Academy of Antwerp. Subsequently Joos van Cleve 
became the deacon of the guild; his art was influenced by the great 
masters of the fifteenth century, and notably by Dürer (1471-1528) 
and Leonardo (1452-1519). 
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Ferrarese School, circa 1560 

The Madonna and Child with the Infant Saint John the Baptist, 
oil on panel, 39 x 28.5 cm, unframed 


€ 10,000 — 15,000 US$ 10,800 — 16,200 


Provenance: 
Private collection, Switzerland 


The present composition is set in the open landscape and is charac- 
terised by an intimate atmosphere, evidenced by the gazes exchanged 
between the three figures who fill the picture plane. This quality of 
intimacy is not only expressed in the figures' features but also by their 
gestures, including the playful manner in which the Infant Saint John 
holds the lamb, the emblem of the Agnus Dei prefiguring Christ's role 
of self-sacrifice to redeem the sins of man. The same playful quality can 
be seen in the Christ Child's gesture, reaching out to grasp Saint John's 
hair as he stands on his mother’s leg. 


n terms of style this work is close to those of the School of Ferrara 
and Romagna of the second half of the Cinquecento, in which a similar 
quality of iridescence in the drapery can be noted. Likewise, the sculp- 
tural monumentality of the figures, and the compositional arrangement 


72 OLD MASTERS 


reveals debts to the early Cinquecento models of the followers of Rapha- 
el and Michelangelo, as interpreted through a knowledge of the works 
of Pellegrino Tibaldi, Battista Dossi and Girolamo da Carpi. These are 

all elements that are frequently re-current in the works of Mannerist 
painters active in and around Ferrara at about the time of the Council 
of Trent in 1563, and especially in the works of Sebastiano Filippi, called 
il Bastianino. Comparisons can be made with the Madonna in Glory with 
Saints Barbara and Catherine in the Ferrara Cathedral and the Holy Family 
with the Infant Saint John the Baptist in the collection of the Cassa di 
Risparmio di Ferrara (see J. Bentini (ed.), Il Bastianino e la pittura a Ferrara 
nel secondo Cinquecento, Bologna 1985, pp. 102-110). 


Sebastiano Filippi, called il Bastianino (circa 1530-1602) was also one of 
the most important painters active at the court of Duca Alfonso II d'Es- 
te (1559-1597) in Ferrara, one of the important cultural, artistic and 
political centres of Europe at the time. Sebastiano had his initial training 
from his father Camillo, who was involved in many decorative schemes 
alongside Battista Dossi, Benvenuto Tisi called il Garofalo and Girolamo 
da Carpi. Following a journey to Rome when he was 18 years old, 
Bastianino's works reveal the strong influence of Michelangelo, which 
especially after 1570-75, became enhanced by a new feeling for colour 
derived from a knowledge of the late works of Titian. 
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Workshop of Francesco Squarcione 

(Padua 1394 — circa 1470) 

Saint John the Baptist; and 

Saint Paul, 

tempera on panel, 47 x 23.5 cm and 47.5 x 21.5 cm, unframed, a pair (2) 


€ 50,000 — 70,000 US$ 53,900 — 75,400 


Provenance: 
Private collection, Switzerland 


The present panels may have formed part of a polyptych and depict 
the two saints before a barren landscape with trees, both figures are 
separated from the background by a simple stone parapet that extends 
beyond the picture plan. Saint Paul is shown with a down turned gaze 
as he reads a book while Saint John's features reveal his suffering as he 
looks out beyond the picture frame. 


The linear quality defining the figures with crisp draughtsmanship, place 
these panels within the workshop of Francesco Squarcione. These char- 
acteristics are especially evident in the figure's features and in the strong, 
dry and almost metallic appearance of their drapery folds. Indeed, 
Squarcione's workshop is especially well known for the use of a classical 
idiom, often including archaic quotations, such as the lively play of col- 
our to describe the veining of the marble floor in the present painting. 


Francesco Squarcione’s workshop had a great impact on the formation 
of celebrated painters, among them Andrea Mantegna (1421-1506), 
Marco Zoppo (1433-1478) and Carlo Crivelli (143/35-1493/95); it has 
also been suggested that Squarcione's studio in Padua was attended by 
Cosme Tura (circa 1433-1495), who was to influence an entire school 
of painters active between Padua and Ferrara, and to whom the present 
two panels might be attributed to on stylistic grounds. 
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Jacob de Backer 

(Antwerp circa 1555-1585/90) 

The Adoration of the Shepherds, 

oil on panel, 107.5 x 76 cm, unframed 
€ 30,000 — 40,000 US$ 32,300 — 43,100 
Provenance: 

Private European collection 


We are grateful to Luuk Pijl for confirming the attribution of the present 
painting on the basis of a photograph and for his help in cataloguing the 
present lot. 


Biographical data about Jacob de Backer is very scant, which makes him 
one of the most mysterious painters of the 16th century. It is assumed 
that he was born around 1555 and died between 1585 and 1590. He 
was one of the most important Mannerist masters in Antwerp and 
occupied a firm position between the generation of Frans Floris and 
Rubens. He was active during the 1570s and first part of the 1580s. 
Despite the fact that he is thought to have died early, at about 30 
years old, he was very prolific, and an extensive body of work has been 
attributed to him. The works given to the artist, or his workshop are 
executed in a late-Mannerist style clearly influenced by Italian models. 


Karel van Mander, the indispensable source regarding 16th-century 
painting, relates in his Schilder-boeck, published in Haarlem in 1604, 

fols. 231-232, that de Backer was abandoned as a young boy by his 
father, also a painter, who had to flee Antwerp because of an impending 
court trial. According to Van Mander the young Jacob de Backer worked 
in the studio of the painter and picture dealer of Italian origin known as 
Antonio van Palermo. He later entered the workshop of Hendrick van 
Steenwijck the Elder. Van Mander claims that Palermo pushed him so 
hard that the young de Backer died in the arms of his master’s daughter 
at the age of thirty. As he also indicates this had happened a long time 
ago, probably before van Steenwijck left Antwerp in 1586. If this is cor- 
rect it places the time of death of de Backer prior to 1586. 
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Little is known about his training. Strangely, there is no record of him 
ever becoming a master in the Antwerp Guild of St. Luke. While his 
work shows a strong influence of Roman and Florentine Mannerism, in 
particular the style of Giorgio Vasari, there is no proof that de Backer 
made a study trip to Italy as did many of his contemporary Flemish 
artists. His work is furthermore strongly influenced by the multi figured 
compositions by Frans Floris. Many of his compositions deal with com- 
plex allegorical subjects. This has been interpreted as evidence that the 
artist enjoyed a humanistic education, and his patrons were from Ant- 
werp's educated class. Unfortunately, none of his pictures mentioned by 
arel van Mander in the Schilder-Boeck have been securely identified and 
no painting or drawing attributed to the master is signed. 


Only three known pictures can be traced back by means of provenance 
to the 16th century. These are two versions of a Last Judgment — one 
painted for the funerary monument of fellow Antwerp painter Pieter 
Goetkind and the other for the funerary monument of famous Ant- 
werp printer and publisher Christophe Plantin, who died in 1589. The 
version currently in the Antwerp Cathedral originates from the Plantin 
monument. It is now believed that the side wings to this picture were 
the work of another artist. The version made for the Goetkind mon- 
ument is possibly the Last Judgement (circa 1583) recently auctioned at 
Christie's, New York, 28 January 2015, lot 107 (sold for $ 220,000). 


The composition of the present Nativity is known by another version 
offered at Lempertz, Cologne, 14 November 2015, lot 1427, as one of 
a pair. The counterpart of the painting in the 2015 sale is a Crucifixion. 
The art historian Justus Muller Hofstede suggested in 1973 that these 
two paintings once formed a cycle of five allegorical works by De Back- 
er with scenes from the life of Jesus (Justus Muller Hofstede, Jacques 

de Backer. Ein Vertreter der Florentinish-Rómischen Maniera in Antwerpen, 
in: Wallraf-Richartz-Jahrbuch, 35, 1973, p. 254, note 1). Today no other 
painting from the cycle is extant. The present painting is, especially in 
execution of the clothes and in the rendition of the anatomical features, 
superior compared to the related version offered in 2015. Therefore, it 
must predate the Cologne version. We might assume that the present 
Nativity also originated from a series of five works and that the other 
four paintings are lost today. A date around 1575 seems feasible for the 
present work, but since there is no clear insight of De Backer’s stylistic 
development this remains speculative. 
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Prague School, early 17th Century 
Venus and Mercury, 

oil on panel, 64.5 x 50 cm, framed 


€ 20,000 — 30,000 US$ 21,600 — 32,300 


Provenance: 
Private collection, The Netherlands, since the 1950s 


The composition of this striking panel follows a print by Jan Harmensz. 
Muller (1571-1628) of circa 1600 (New Holl, 68), after a drawing by 
Bartholomeus Spranger (1546-1611) now in the Yale University Art 
Gallery, New Haven, Connecticut (inv. no. 1974.38). Another version, 
of larger measurements, dated 1601, was sold in these rooms (see 
sale, Dorotheum, Vienna, 9 November 2022, lot 8). The latter and the 
present panel are very early examples of the Prague school of painting, 
demonstrating all the characteristics of the mannerist taste of Emper- 
or Rudolph Il, such as the intertwined bodies and the overall sensual 
mood. 


The date of the present panel has been confirmed by the dendrochro- 
nological analysis of the oak support by Peter Klein. As stated in his 
report dated 23 February 2023, the support consists of two wooden 
boards taken from the same tree, whereby the youngest heartwood 
ring dates from 1581 — allowing the earliest possible felling date to 1588 
and the earliest possible creation of the painting to 1590. 


Mercury and Venus as lovers is rarely depicted as a mythological sub- 
ject. More common is Venus' depiction of the love affair with Mars. 
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Circle of Cristofano di Papi, called dell’Altissimo 
(Florence active 1552-1605) 

Portrait of Sultan Murad II (1404-1451), bust-length, 
oil on panel, 64 x 48.5 cm, framed 


€ 15,000 — 20,000 US$ 16,200 — 21,600 


Provenance: 
Private European collect 


on 


The present painting relates to the portrait of Sultan Murad II painted 
by Cristofano dell'Altissimo for the celebrated ‘series of illustrious men’ 
commissioned by Cosimo | de’ Medici, now in the Uffizi, Florence (inv. 
1890 no. 3056). The sovereign is depicted in profile, dressed in a white 
urban and a damask surcoat. The inscription at the top of the panel 
recalls his victory at Varna on the Black Sea on 10 November 1444. In 
hat battle, the Ottomans, led by Murad Il, defeated the Christian army 
rying to stem their conquest of the Balkans. 


The series of illustrious men in the Uffizi is inspired by and partially cop- 
ied from the famous collection of portraits set up by the physician and 
philosopher Paolo Giovio in his villa in Borgovico on Lake Como. In June 
1552, in fact, Cosimo | sent Cristofano dell'Altissimo to Como with the 
task of painting a similar series of portraits. The artist stayed there for 
more than ten years, sending dozens and dozens of works to the Medici 
court; in 1562 he finally returned to Florence, continuing his work with 
he help of assistants. 


The portraits, all painted on panel and characterised by the same 
dimensions, vivid colours and explanatory inscriptions in Roman char- 
acters, were hung in the Sala del Mappamondo in Palazzo Vecchio, as 
also recalled by Vasari. The series was popular in the 16th century and 
Cristofano himself, assisted by other artists such as lacopo and Frances- 
co Zucchi, Girolamo Massei and Alessandro Allori, partially reproposed 
it several times to decorate other Medici residences, such as Cardinal 
Ferdinando's Roman palace. 


This series of portraits includes numerous images of Middle Eastern rul- 
ers, including Muhammad Il, Suleiman the Magnificent, Djem and Alchi- 
trof. This nucleus of portraits reflects the collection of Paolo Giovio, 
who was interested in the Islamic world and published his commentary 
on the Things of the Turks in 1532, dedicated to the Emperor Charles V. 
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© Rogers Fund, 1921 


Fig. 1: Jean 7 Boissard, engraved by Julius Goltizius, Habitus variarum orbis gentium / 
Omnium pene Europae, Asiae, Aphricae atque Americae Gentium Habitus, 1581, fol. 45 


34 

Venetian School, 16th Century 

Portrait of a sultana, full-length, wearing nalins, 
oil on canvas, 170 x 95.5 cm, framed 

€ 50,000 — 70,000 US$ 53,900 — 75,400 
The present painting is an example of the portraits of imaginary sultanas 
that emerged in the mid-16th century, depicting women of the harem 
as individual figures, following a westernised ideal. The depicted female 
figure appears as a courtesan, dressed in a revealing green garment with 
a translucent gown and sleeves. With her curly and reddish-blonde, 
so-called Venetian blonde, hair, the representation of the courtesan 
corresponds to a Venetian ideal of beauty, especially following a female 
type created by Titian. The rose in her hand is a symbol of Venus and 
may also be a play on words identifying her as Rossa or Rosselana, the 
favourite wife of Sultan Suleiman the Magnificent. 


The sitter’s elevated social position is underlined by the precious jew- 
ellery and so-called nalins she wears. Known from Ottoman fashion, 
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they were worn to protect feet and dresses from water and the heated 
floors in Turkish bathhouses. These shoes were often richly decorated 
with silver inlay, or mother-of-pearl and even gemstones, as here in 

the present painting. In addition to their practical use, they also had a 
symbolic meaning in Ottoman society: the different heights of the shoes 
were an indication of the social status of the wearer. 


This type of shoe can also be found in late 16th century prints, such 
as Jean Jacques Boissard's compendium of international dress, Habitus 
variarum orbis gentium, published in 1581 (see fig. 1). The shoe is closely 
related to the chopine worn in Venice in the 16th century, which also 
served to protect the wearer from the wet city calle, becoming symbols 
of luxury and nobility. 


The trading connection between Venice and the Ottoman Empire had 
reached its peak during the 15th and 16th centuries, despite the rivalry 
which culminated in the Battle of Lepanto in 1571. This connection by 
trade led to the fascination and subsequent depiction of Ottoman fig- 

ures and customs in the visual imagery of Venice at the time. 
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Dutch School, 17th Century 
Ship in a storm near a rocky coast, 
oil on panel, tondo, diameter 13.5 cm, framed 


€ 15,000 — 25,000 US$ 16,200 — 26,900 


This fine, meticulously rendered tondo depicts a Dutch man-o'-war 
caught up in a turbulent and unpredictable sea, as it drifts precariously 
close towards the rocky shore. The water has turned rough and the 
ship is being continuously pounded by high waves. Though the blue sky 
has reemerged, it is only a matter of time before the storm clouds roll 
in once more. The present painting offers a glimpse at the terrors of the 
open sea, where even warships can be endangered. 


Unlike the larger paintings often associated with Dutch maritime paint- 
ing, the present tondo would have in fact served as a cabinet picture, a 
ype of painting that often wealthy collectors would have kept in small 
and intimate private rooms. An old inscription on the reverse alludes 

o Simon de Vlieger (circa 1600/01-1653), one of the leading artists of 
Dutch marine art, being the author of the present piece. A date and 
ocation - ‘1640 Amsterdamm’- certainly synchronises with the artist's 
biography, where he had been resident since 19 July 1938. 
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actual size 
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© Bologna, Fondazione Federico Zeri inv. no. 40144 


Fig. 1: Leandro Bassano, Saint Mary Magdalene in prayer, 
Accademia Carrara, Bergamo, inv. no. 590 (936) 


36 

Leandro Bassano 

(Bassano del Grappa 1557-1622) 

The Penitent Magdalen, 

signed lower centre near the book: Leander a ponte bass. وا‎ aeques f. at, 
oil on canvas, 130 x 100 cm, framed 
€ 40,000 — 60,000 US$ 43,100 — 64,700 
Provenance: 

Private European collection 


We are grateful to Bernard Aikema for endorsing the attribution after 
he examination of the present painting in the original and for his help 
in cataloguing this lot. 


This signed and, as yet unpublished picture, is a significant addition to 

he oeuvre of Leandro Bassano. It shows the penitent Magdalen, a popu- 
ar theme in sixteenth-century Venice, as the saint personifies conver- 
sion and female virtue. Leandro Bassano's version is based upon Titian’s 
highly successful composition, showing the Magdalen, three-quarter 
ength, gazing upwards. Worthy of note are the saint's curling, fair hair 
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and the bare breast emerging from her red and white robes. Her attrib- 
utes include the skull — a well-known vanitas symbol -, the open book 

— probably the Gospel -, and the ointment jar with which she washed 
Christ's feet. The magnificent landscape in the background is illuminated 
on the right by a ray of sun, symbolising Divine light and the Resurrec- 
ion of Christ. 


Leandro Bassano was Jacopo Bassano's second son. He moved to Ven- 
ice in 1588 to embark on a highly successful career as a portraitist and 
a painter of narrative and allegorical themes. He painted a portrait of 
Doge Marino Grimani, which earned him the title of cavaliere. He also 
worked for the Prague court of Rudolf Il. The life and career of this 
important artist are still insufficiently known. 


The topic of the present picture is rare in Leandro's oeuvre and can be 
compared to another Magdalen by Leandro, in the Accademia Carrara 
in Bergamo (see fig. 1), which is unsigned, smaller in size, and less elabo- 
rate (see E. Arslan, | Bassano, Milan 1960, Il, cat. 323). A similar compo- 
sition was used by Leandro for a Lucretia, Venice, Gallerie dell'Accademia 
(Arslan, ibid.,1960, Il, cat. 334). Leandro's chronology is at present little 
studied, but it would appear that the present painting dates from the 
first decade of the seventeenth century. 
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Giusto Suttermans 

(Antwerp 1597-1681 Florence) 

Portrait of Vittoria della Rovere (1622-1694), Grand Duchess of Tusca- 
ny, bust-length, 

oil on panel, 45 x 33 cm, framed 


€ 30,000 — 40,000 US$ 32,300 — 43,100 


Provenance: 
art market, Italy; 
where acquired by the present owner 


We are grateful to Lisa Goldenberg Stoppato for endorsing the attribu- 
ion of the present painting on the basis of a photograph. 


The present portrait is a recent addition to the oeuvre of the Flemish 
painter Giusto Suttermans (Joos Soetermans), who trained with Willem 
de Vos in Antwerp and subsequently with Frans Pourbus the Younger 
in Paris. In 1620 Suttermans moved to Florence at the behest of the 
Medici, and from that time on, he was active as the portraitist of the 
reigning family and for other members of the Florentine court. The art- 
ist was especially devoted to Vittoria della Rovere, who is represented 
in the present portrait, and she commissioned numerous paintings from 
him to furnish her favourite residences, including the Villa del Poggio 
mperiale. 


Vittoria della Rovere (1622-1694) was the last descendent of the 
dynasty of the Dukes of Urbino. In 1634 she married her cousin Fer- 
dinando ۱۱ de' Medici, becoming the Grand Duchess of Tuscany. She 

is considered to have been a refined patron who was attentive to the 
arts with a deep knowledge of humanist culture. In 1654 she founded 
a literary academy for women in Siena and she also supported poets, 
musicians and scholars. 
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Francesco da Ponte, called Francesco Bassano and Workshop 
(Bassano 1549-1592 Venice) 

The Mocking of Christ, 

oil on canvas, 110 x 80 cm, framed 


€ 10,000 — 15,000 US$ 10,800 — 16,200 
label with old inventory number on the reverse: 59 


Provenance: 
Private European collection 


We are grateful to Bernard Aikema for suggesting the attribution of the 
present painting after the examination in the original. 


The present Mocking of Christ can be dated to Francesco Bassano's 
mature period. In a dark interior supported by columns, under a heavy 
curtain, the figure of Christ is illuminated by a boy with a candle. He is 
surrounded by the soldiers guarding him. The representation exudes a 
certain calm and mysticism. The chiaroscuro and the stage-like presenta- 
tion give the composition an almost Caravaggesque atmosphere. 


The lower left foreground depicts a boy trying to start a fire in a bowl 
and this relates to the altarpiece Saint Apollonius baptising Saint Afra in 
Brescia, painted around the same time. The two sources of light in the 
present painting can be interpreted as a juxtaposition of heavenly and 
earthly light. This symbolism is further reinforced by the household 
goods in the right foreground, as well as by the depiction of the dog as 
an example of fidelity and faith and as a link between the two pictorial 
levels. 


Francesco Bassano was apprenticed in his father’s studio in Bassano del 
Grappa during the 1560s. His pictorial style developed alongside that 
established by Jacopo, especially the compositions of rural subjects and 
market scenes, as well as in the execution of biblical themes, in which 
the sacred is steeped in everyday life. In 1579 Francesco left for Venice 
where he fulfilled the prestigious commission for ceiling paintings for the 
Sala del Maggior Consiglio in the Palazzo Ducale. After 1580 Francesco 
Bassano developed paintings of nocturnal scenes producing works such 
as the Christ in the Garden now in the Gallerie dell’Accademia, Venice, 
which relate to certain late pictures by Titian and are also reminiscent of 
the works of Luca Cambiaso and Antonio Campi. 
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Circle or Workshop of Tiziano Vecellio, called Titian 
(Pieve di Cadore 1490-1576 Venice) 
Venus and Adonis, 

inscribed lower right: TICIANUS / F, 

oil on canvas, 172.5 x 207.5 cm, framed 
€ 300,000 — 400,000 US$ 323,300 — 431,000 
Provenance: 

Aristocratic collection, until 1982; 

where acquired by the grandfather of the present owner 


Venus and Adonis is one of Titian's most celebrated compositions, 
repeatedly replicated by the master and his assistants. The artist's main 
source of inspiration was Ovid's Metamorphoses (Book X, 532-39 and 
705-9), according to which, the goddess of beauty fell in love with the 
handsome Adonis, a great lover of hunting. Despite Venus’ warnings, 
during a hunting trip the young man was killed by an enraged boar. 
The desperate goddess then resorted to metamorphosis to preserve 
the memory of her beloved, transforming him into a beautiful, scented 
anemone. 


Titian chose to depict the moment when Adonis sets off on his last 
hunt, armed with a spear and horn, while holding a pack of dogs on a 
lead. It is dawn, Apollo's chariot can be glimpsed to the east among the 
clouds, while Cupid is still dozing under a tree. Venus tries — unsuccess- 
fully — to hold her young lover in a desperate embrace to prevent him 
from leaving, a detail missing in literary sources that is probably due to 
an invention by Titian himself. 


Among the numerous known versions, several variants can be found, 
relating to the degree of autography, the size of the canvas, the number 
of dogs depicted, the breadth of the landscape and the presence or 
absence of other minor details. It is generally believed that the oldest 
variant in the group is the Prado Museum version, dating from around 
1554. However, it is possible that the artist conceived the subject even 
decades earlier: the Small Boy with a Bird in the National Gallery in 
London, stylistically attributable to the master, or his close circle and 
datable to the 1520s, may in fact be a study for a lost version of Venus 
and Adonis belonging to the so-called ‘Farnese type’, a name adopted by 
scholars to distinguish it from the different ‘Prado type’. 


The dating of the canvas now in Madrid is linked to a letter sent by Tit- 
ian to Philip Il in the Summer of 1554, in which the artist announced 

to the sovereign that he was sending a ‘painting of Venus and Adonis’ to 
be set up in his dressing room as a pendant to the famous Danae, also 
now in the Prado. A few months later, the painting was sent to London, 
on the occasion of Philip's wedding to Mary Tudor, and in the following 
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years it was followed by four other canvases with mythological subjects, 
which together created the series of so-called Titian Poesie (the works, 
now divided between American and European museums, were recently 
brought together on the occasion of the exhibition Titian: Love, Desire, 
Death organised by the National Gallery in London in 2020). 


The success of Philip II's Venus and Adonis was enormous and immediate, 
definitively consecrating Titians international status. Already in 1555, the 
Venetian scholar Lodovico Dolce was singing its praises, emphasising the 
allegorical subtlety and strong erotic charge of the image of the nude 
Venus seen from behind, an element that certainly contributed greatly 
to the subject's success among collectors (L. Dolce, Lettere di diversi 
eccellentissimi huomini, raccolte da diversi libri, Venice 1555, pp. 530-534; 
the description of the painting is contained in a letter by Dolce to Car- 
dinal Alessandro Contarini). 


The versions in the National Gallery and the Dulwich Picture Gallery in 
London, the J. Paul Getty Museum in Malibu and the Galleria Nazionale 
d’Arte Antica in Rome, as well as some paintings currently in private 
collections, probably derive from the Madrid Venus and Adonis, or 
another similar lost prototype. The canvas presented here also rather 
faithfully reproduces the typology of the Prado Venus and Adonis, with a 
few variations in the rendering of the sky and landscape, and the dimen- 
sions are similar (the Madrid canvas measures 186 x 207 cm); a trompe 
l'oeil label on the ground records Titian's as the creator of the composi- 
tion. 


The Venus and Adonis for Cardinal Alessandro Farnese is recorded in an 
early seventeenth century engraving and a number of canvases were 
made later by Titian's workshop, such as the one in the Metropolitan 
Museum in New York and the one in the National Gallery of Arts in 
Washington. Compared to the ‘Prado type’, these compositions present 
a closer cut, with a less wide landscape, the presence of only two dogs 
instead of three, and a different position of Cupid, which as mentioned 
is related to the Boy with a Bird in London. 


The inventories of many important collections mention paintings depict- 
ing Venus and Adonis attributed to Titian or his collaborators: among the 
most well-known are those of Emperor Rudolph Il in Prague, the Con- 
arini family in Venice, the Duke of Orléans in Paris, Queen Christina 

of Sweden in the Riario Palace in Rome and Prince Eugene of Savoy in 
Vienna. To date, only part of these canvases have been identified, which 
makes the appearance of a new version a significant element of reflec- 
ion on the fortune of Titian's work and the mechanisms of transmission 
of his models within his entourage. 


A technical analysis of this painting is available on request (please refer 
to the old master paintings department). 
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Francesco Montemezzano 

(Verona circa 1540-1620 Venice) 

Portrait of a lady, three quarter length, wearing a rose-coloured dress 
and pearls, 

oil on canvas, 100 x 77 cm, framed 


€ 20,000 — 30,000 US$ 21,600 — 32,300 


Provenance: 
possibly collection of Hans von Schoen, Múnchen (according to a label 
n the reverse) 


9 


We are grateful to Mauro Lucco for endorsing the attribution of the 
present painting on the basis of a photograph. 


The present portrait is a recent addition to the oeuvre of the Veronese 
painter Francesco Montemezzano and is datable to the 1590s. The 
sitter is depicted seated, wearing a sumptuous rose-coloured dress with 
white trimmings, pearls and the fashionable Venetian two-pointed hair- 
style of the period; she directly focusses the viewer. The dynamic and 
dense brushwork used to depict the dress and the background show 
the influence of the late works of Titian, as well as Jacopo Tintoretto. 
The sitter's face is rendered more delicately then her clothing and 
reflects an individualising approach on portraiture by the painter. 


Francesco Montemezzano's was probably first trained in a studio in his 
native Verona and later joined the Venetian workshop of Paolo Cal- 
iari, Paolo Veronese. Veronese ran a large family workshop in Venice, 
employing his brother Benedetto Caliari and his own sons Carlo and 
Gabriele, as well as various other assistants and apprentices, including 
his nephew Alvise dal Friso. The present composition by Francesco 
Montemezzano clearly demonstrates Veronese's influence displaying an 
interest in colour and form. 
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Sante Creara 

(Verona 1571-1630) 

The Holy Family with Saint Anne and the Infant Saint John the Baptist, 
oil on canvas, 89.5 x 118.5 cm, framed 


€ 15,000 — 20,000 US$ 16,200 — 21,600 


Literature: 
S. Marinelli, Percorso nel Seicento Veneto, in: Aldebaran VI, Verona 2021, 
pp. 71-74, fig. 1 (as Sante Creara) 


The present painting relates to a composition by Creara of the Madon- 
na and Child in a Venetian private collection (op. cit. Marinelli, 2021, p. 
73, fig. 2). Marinelli also mentions another smaller version with a land- 
scape background, conserved in the Museo di Castelvecchio, Verona 
(inv. no. 436, oil on canvas, 75 x 86 cm). 


Marinelli dates the present painting to after Creara's visit to Florence in 
1597, where he travelled with his master Felice Brusasorci, and follow- 
ing Rubens' visit to Verona in 1602. The shades of red in the present 
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composition are reminiscent of Rubens, as well as being similar to those 
used by Alessandro Turchi, who was Creara’s companion in Brusasorci's 
workshop. In general, the colour spectrum used in the present work 
corresponds to that used by Felice Brusasorci's workshop, which Creara 
led until 1605. 


The Infant Saint John seen from behind, pointing to the Christ Child 
with raised forefinger, was also part of the artist's typical repertoire. The 
two capricious boys in the present painting give the composition a play- 
ful character, implying that the artist was not interested in following the 
precepts of the Counter-Reformation which probably led to Creara's 
expulsion from Verona's academic institutions in 1612, yet he was 
named as one of the city's leading artists by Francesco Pola in Lo Stolone 
owero della sala pretoria veronese restaurata dal podesta Agostino Amulio, 
published in Verona in 1615. Creara also worked in Piacenza, Brescia, 
Padua and Vicenza. He was mainly active in churches in the province 
until his death in 1630 during the plague, from which the painter’s entire 
family perished. He remained unmarried and since all the male members 
of the family had died, the painter Pasquale Ottino, also a pupil of Felice 
Brusasorci and a friend of Creara, was appointed his sole heir. 
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Domenico Fiasella 

(Sarzana 1589-1669 Genoa) 

The Death of Cato, 

oil on canvas, 120 x 184 cm, framed 
€ 200,000 — 300,000 US$ 215,500 — 323,300 
Provenance: 

Collection of Agapito Centurione (? -1668, Genoa); 

and thence by descent to his son Cristoforo Centurione; 

Private collection, Sestri Levante; 

with Marco Riccomini, Milan; 

Private collection, Milan; 

where acquired by the present owner 


Exhibited: 

Vienna, 21er Haus - Museum of Contemporary Art, Sleepless. The bed 
in history and contemporary art, 30 January — 7 June 2015 (as Domenico 
Fiasella) 


Literature: 

A. Husslein-Arco, M. Codognato (eds.), Schlaflos. Das Bett in der 
Geschichte und Gegenwartskunst, exhibition catalogue, Vienna 2015, p. 
208, illustrated (as Domenico Fiasella); 

A.Orlando, Artemisia a Genova (e il ruolo di Domenico Fiasella tra Roma e 
Genova), in: F. Baldassari et al. (eds.), Artemisia Gentileschi e il suo tempo, 
exhibition catalogue, Milan 2016, p. 49, illustrated (as Domenico Flasella). 


In around 1600, Domenico Fiasella moved to Genoa from his native 
Sarzana, where he first joined the workshop of Aurelio Lomi and then 
Giovan Battista Paggi. A few years later, he left for Rome, where he 
remained until 1615 and completed his training, absorbing the influence 
of artists, including the Carracci, Guido Reni and Domenichino, as well 
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as Caravaggio and especially Orazio and Artemisia Gentileschi. In 1617 
he returned to Genoa, where he established himself as one of the most 
successful painters of his time. 


The frescoes representing the Stories of Esther in the Doge's Palace at 
he Zecca are an example of Fiasellas work dated to 1620, and the 
present painting The Death of Cato can also be dated to the same peri- 
od. In the present painting the influence of the Gentileschi is particularly 
evident and can be seen in the naturalism of the depiction of Roman 
politician, as well as in the chromatic scheme, heightened by a refine- 
ment, a rapid and serene narrative, as well as a calm luminosity, which 
Fiasella created with a Genoese brushstroke, different in that way from 
the idealising perfection of Gentileschi. 


Other comparable works by Fiasella belonging to the same period are 
Fainting Nicandro from the Cattaneo Adorno collection in Genoa and 
the Capture of Samson auctioned in Rome (Christie's, 15 June 2005, lot 
702). This painting shares with The Death of Cato an intense naturalism 
and a refined elegance in the depiction of garments and drapery, while 
in The Martyrdom of Santa Barbara in the church of Saint Mark in Molo, 
dated 1622, the figure of the executioner closely resembles that of Cato 
in the present work. 


n an inventory, dated to 1669, of the items that Cristoforo Centurione 
inherited from his father Agapito, there are six paintings listed including 
“un quadro del Sarzana del Sacrificio di Abram; altro dello stesso Catone 
svenato, altro dello stesso Ercole in fascie, altro dell'istesso” (“a painting by 
Sarzana with Abraham sacrifice, another one by the same with the Death 
of Cato, another by the same with Hercules’ childhood, another by the same 
with the Philosopher Dyonisius”). The four paintings, even if subjects were 
taken from different sources, were evidently part of a cycle, chosen for 
their dramatic subjects. There is little information about the art collec 
tion of the Centurione family, however they were amongst the richest 
families in 17th century Genoa. 
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Spanish School, 16th Century 
Martyrdom of the Ten Thousand, 

oil on canvas, 265 x 205 cm, unframed 


€ 25,000 — 30,000 US$ 26,900 — 32,300 


Possible literature: 
F. Abbate, Storia dell'arte nell’Italia meridionale. Il Cinquecento, Rome 2001, 
p. 40 (as Juan de Matta) 


This canvas, which was originally part of a larger altarpiece, depicts the 
martyrdom of the Ten Thousand on Mount Ararat, a legend that spread 
throughout Europe from the 13th century onwards. According to medi- 
eval martyrologies, a certain Acacius, a Roman officer in the employ 

of Emperor Hadrian, led a military expedition to Armenia under the 
command of ten thousand soldiers. Initially beaten, they were all con- 
verted to Christianity by the sudden appearance of an angel, and then 
managed to defeat the enemy. After hearing the news of their conver- 
sion, the emperor ordered the soldiers to be crucified on Mount Ararat. 
Their numerous relics were later sent throughout the West, particularly 
to Spain. 


This is a fairly frequent iconography in the area of Switzerland and 
southern Germany, and its best-known representation is certainly the 
arge painting by Albrecht Durer executed for Frederick of Saxony in 
1508, now in the Kunsthistorisches Museum in Vienna. In the present 
painting, the figure visible in the foreground with a thin halo is to be 
identified as Saint Acacius, characterised by the crown of thorns and the 
recognisable acacia branch above his head. The figures intent on crucify- 
ing the Christian soldiers are dressed in oriental costumes, with turbans, 
sashes and exotic knee-length trousers, because according to the story, 
he main enemies of Rome, such as the Parthians and other Caucasian 
peoples, were involved in the martyrdom. 


n his volume on 16th-century painting in Southern Italy Francesco 
Abbate mentions a painting with the same subject, attributing it to the 
Spanish painter Juan de Matta, documented in Palermo in 1536-1537. 
After a sojourn in Naples at the beginning of the 16th century, the 
artist moved to Sicily, establishing his workshop in Polizzi Generosa, a 
town of political and artistic importance at the time, sending his works 
to numerous other centres, such as Cefalù and Caltagirone. Some of his 
works — a Last Supper and a fragmentary Last Judgement — can be seen 
today in the Mandralisca Museum in Palermo. 
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Isaac Willaerts 

(Utrecht circa 1620-1693) 

A coastal scene with ships and fishermen, 
signed lower left: Willarts, 

oil on panel, 43.5 x 63.5 cm, framed 


€ 20,000 — 30,000 US$ 21,600 — 32,300 


Provenance: 
European art market 


The present busy maritime painting by the Dutch artist Isaac Willaerts 
depicts a restless sea and puffy, scudding clouds, which bring a sense of 
freshness that sweeps across the coastal landscape. Two men-o'-war 

at anchor dominate the coastline, their impressive and imposing size 
draw the viewer's attention. Smaller ships and boats seem to struggle in 
navigating the choppy waters, no doubt due to the stiff breeze that is 
whipping up the tops of the waves. In the distance on the right are the 
church and buildings of a town perched on a hill and close to the shore. 
People litter the foreground, including fisherfolk who have just disem- 
barked from their grounded boat. 


The present painting is a characteristic example associated with the Wil- 
aerts family of painters. Though undoubtedly imaginary, the descriptive 
realism in the depiction of the townscape, boats, and figures is clearly 

© attract and hold the viewer's gaze. Trained by his father, the accom- 
plished marine painter Adam Willaerts (1577-1664), Isaac specialised 

in coastal landscapes and maritime scenes, closely in the manner of his 
father’s works. A similar composition to the present painting was sold at 
Christie's, London (see sale, Christie's, London, 19 July 1973, lot 260). 
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Adrian Tomasz. Key 

(Antwerp circa 1545 — circa 1589) 

Portrait of a nobleman, bust-length, in a black costume with a white ruff, 
monogrammed and dated upper left: ATK (ligated) / 1581, 

inscribed upper right: AETA - XXIII, 
oil on panel, 48 x 36.5 cm, framed 
€ 30,000 — 40,000 US$ 32,300 — 43,100 
Provenance: 

Private European collection 


We are grateful to Koenraad Jonckheere for confirming the attribution 
of the present painting on the basis of a photograph. 


This monogramed painting is a recent addition to the oeuvre of one of 
the most celebrated portrait painters active in the second half of the 
16th century, Adriaen Tomasz. Key. This work, dated 1581, comes from 
the mature phase of the artist’s activity, by which time Key had refined 
his painterly style, producing extremely faithful and realistic portraits, in 
which the features of the sitters are made with great attention to detail, 
from expression to the texture of beards and hair. Much attention is 
paid to costume, an important symbol of the protagonist’s high social 
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status, consisting of a black doublet worn over a white silk shirt and a 
sumptuous lace ruff. The Portrait of Hubert Languet from the Manches- 
ter City Art Gallery dated to 1580 and the Portrait of a Man from the 
Rijksmuseum in Amsterdam dated to 1581 belong to this same period. 


Born in Antwerp around 1544, Adriaen Thomasz. probably trained 
under the portrait painter Willem Key and upon the master’s death in 
1568, took over his workshop, adding the surname ‘Key’ to his own 
signature. The handover took place during a particularly turbulent peri- 
od in the history of Flanders, the beeldenstorm of 1566, when Calvinist 
iconoclastic fury destroyed hundreds of churches and chapels along 
with their furnishings. The Netherlands were at that time subjugated to 
Spanish power, and Philip II's reaction initiated the so-called Eighty Years’ 
War (1568-1648). Despite these difficult times, Adriaen Thomasz. Key, 
nevertheless, managed to keep his atelier active and flourishing, partly 
inheriting Willem’s patrons and partly expanding his clientele, becoming 
one of the most sought-after portrait painters by the Antwerp aristoc- 
racy and wealthy bourgeoisie. Although he was of the Calvinist faith, 

the artist also continued in the workshop's tradition of producing large 
works with religious subjects for Catholic patrons, such as the large 
altarpiece, painted in 1575 for Gillis de Smidt and his family and now in 
he Royal Museum of Fine Arts in Antwerp. 
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Circle of Frans Pourbus the Younger 

(Antwerp 1569-1622 Paris) 

Portrait of Archduchess Anna of Tyrol (1585-1618), later Holy Roman 
Empress, 

oil on canvas, 71 x 56 cm, framed 


€ 15,000 — 20,000 US$ 16,200 — 21,600 


Provenance: 
with Kunstkammer Georg Laue, Munich; 
where acquired by the present owner 


Literature: 

B. Ducos, Frans Pourbus le Jeune 1569-1622, Dijon 2011, pp. 75-76, 
fig. 35 (as Anonyme, Portrait présumé de l'archiduchesse Anna de 
Habsbourg’); 
G. Laue, Die Kunstkammer. Kunstkammer Edition, vol. 1, Munich 2016, 
pp. 9, 50-51, 116, cat. no. 25, fig. 33 (as Attributed to Frans Pourbus ll, 
Flemish circa 1600) 


The sitter of the present portrait is the young Archduchess Anna of 
Tyrol (1585-1618), probably around the age of 15. She wears a rich 
dark green brocade robe with broad stripes of gold embroidery, with 

a voluminous ruff and hair in accordance with the fashion that spread 
at European courts towards the end of the sixteenth century. Corre- 
sponding to the height of the ruff, the hair is highly toupéed and coiffed 
into a pyramid-shaped structure supported by a wire frame. The hair 
pyramid is vertically divided by falling curls and framed by a diadem of 
pearls and precious stones. The hairpin near the left ear in the shape of 
a small hand with a flaming heart, is of particular refinement and could 
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possibly be related to a future engagement. Anna was the youngest 
daughter of Archduke Ferdinand Il of Tyrol, the founder of the Kunst- 
kammer at Ambras Castle, and his second wife Anna Caterina Gonzaga. 
She grew up at her father's court in Tyrol and in 1611 married her 
cousin, Archduke Matthias, who became Holy Roman Emperor and 
with whom she was crowned Holy Roman Empress in 1612. However, 
the marriage remained childless, and Anna died in 1618, Matthias died 
only three months later. 


The present portrait is stylistically close to the portraits of Frans Pour- 
bus Il with its pronounced realism, and it can be assumed that it was 
painted by a portraitist who worked for Ferdinand II around the end 
of the 16th century. Frans Pourbus Il was one of the most popular 
portrait painters of the European courts at the beginning of the seven- 
teenth century. He travelled to Mantua in 1600 to the court of Duke 
Vincenzo Gonzaga, Annas maternal uncle. However, this did not pre- 
clude him from working for other important patrons. In 1603 he went 
o Innsbruck, and in 1604 to Graz to paint portraits of potential future 
brides for Emperor Rudolf Il. These included the portraits of Anna’s 
cousins, the Archduchesses Eleonore, Maria Magdalena and Konstanze 
(Innsbruck, Ambras Castle, on loan from the Kunsthistorisches Museum, 
Vienna, inv. nos. 3070, 3385 and 3306). Anna's portrait, which today 
exists only as a workshop replica (inv. no. 9383), was commissioned 
by Rudolf II from Pourbus. He competed with Hans von Aachen, who 
painted another portrait of the Archduchess, which is now also in the 
Kunsthistorisches Museum, Vienna (inv. no. 4410). 


The present work is an example of the art of representation around 
1600 and impressively demonstrates the importance of portraiture at 
European courts and in particular at the courts of the Habsburgs. 
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Sofonisba Anguissola 

(Cremona circa 1531-1625 Palermo) 
Portrait of a lady, 

oil on panel, 73.5 x 58 cm, framed 


€ 40,000 — 60,000 US$ 43,100 — 64,700 


Provenance: 
Private European collection; 
where acquired by the present owner 


We are grateful to Marco Tanzi for suggesting the attribution and for his 
help in cataloguing this lot. 


This Portrait of a lady is a late work by Sofonisba Anguissola which 
Marco Tanzi dates to the artist's sojourn in Genoa, around 1615. He 
compares the present sitter to the Portrait of a woman by Sofonisba 

in the Galleria Borghese, Rome (inv. no. 118). This portrait shows an 
elegant woman wearing pearls and decoration in her hair. Sofonisba’s 
ypical painterly elements are apparent in the sitter's large eyes, the fine 
eyebrows and skin tone. 


Sofonisba Anguissola painted portraits throughout her career, including 
self-portraits at an advanced age. One, dated to 1610, when the artist 
was 78, shows the artist seated on a chair, holding a book and a piece 
of paper, in a modest black dress. Sofonisba's international renown 
grew throughout her lifetime and later in her life, Anthony van Dyck 
visited her in Sicily and painted her portrait. On her death at age 93, in 
1625, her second husband, Orazio Lomellino, had her tomb inscribed, 
‘To Sofonisba, my wife, who is recorded among the illustrious women of the 
world, outstanding in portraying the images of man’. 


Born into a noble family from Cremona, Sofonisba experimented with 
new styles of portraiture, setting her sitters, often herself and her family, 
informally, which was innovative. Her paintings therefore allow the view- 
er a glimpse of aristocratic daily life at the time. She became known for 
her work and received commissions from across Italy. 


Sofonisba spent twelve years at the Spanish court between 1560-1572 
as a lady-in-waiting and drawing teacher to Queen Isabella of Valois. 
From 1573 she is documented in Sicily, where she first married Fabrizio 
Moncada di Paterno, who died young. Sofonisba moved to a thriving 
Genoa where, thanks to the development of the the Strada Nuova 
which was lined with important palaces, she found patrons comparable 
to the court in Madrid such as the Lomellini, Doria and Grimaldi family. 
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Ambrosius Bosschaert II 

(Arnemuiden 1609-1645 Utrecht) 

Apples, pears, peaches and walnuts on a pewter plate with fruit, a 
roemer, a melon, chestnuts and a grasshopper on a stone ledge in a 
niche, 

signed lower right: A. Bosschaert. fecit., 
oil on panel, 45.5 x 55.5 cm, framed 

€ 40,000 — 60,000 US$ 43,100 — 64,700 
Provenance: 

Collection of Gretha Elias-Prins (1888-1981), Eindhoven; 

with Hans Max Cramer, The Hague, 1982-1983; 

Collection of Frits Markus (1909-1996) and his wife Marie Markus 
(1914-2005), New York; 

their sale, Christie's, New York, 17 October 2006, lot 19; 

Private collection, Switzerland; 

sale, Koller, Zurich, 27 March 2009, lot 3036; 

Private collection, Switzerland. 


Literature: 

J.L. Bol, The Bosschaert Dynasty. Painters of flowers and fruit, Leigh-on-Sea 
1960, p. 96., no. 23; 

C. Grimm, Stilleben: Die niederlándischen und deutschen Meister, Stuttgart/ 
Zúrich 1988, pp. 110, 111, figs. 55 and 56; 

E. Gemar-Koeltzsch, Hollándische Stillebenmaler im 17. Jahrhundert, Lingen 
1995, vol. 2, p. 175, no. 52/11, illustrated 
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The present painting is listed in the RKD database under no. 
0000279089 (as Ambrosius Bosschaert Il). 


The present painting is a fine example that showcases the artists talent 
and technical ability in rendering a selection of different objects of vary- 
ing textures and profiles. Particularly noteworthy is the depiction of the 
highly polished pewter plate and the filled Roemer glass as it reflects 
the incoming light coming through a studio window — a motive that was 
frequently used amongst Bosschaert's contemporaries. Yet the delicate 
scene is tainted by signs of decay, notably the spots on the apples and 
pears that have already started to attract flies. In addition, the viewer's 
attention is drawn to the presence of a large grasshopper, at the front 
of the stone ledge, which traditionally represents the passing of time. 
For the trained eye, these assembled motifs symbolise the theme of 
mortality and the fragility of life. 


Bosschaert the Younger, came from a family of still-life painters, and was 
aught in the profession by his father Ambrosius Bosschaert the Elder 
(1573-1621). Together with his younger brothers Johannes and Abra- 
ham, Ambrosius specialised in flowers and fruit scenes, a sub-genre in 
which their father excelled. It was in the city of Utrecht from which this 
productive family business flourished, alongside another key exponent of 
Dutch still-life art, Balthasar van der Ast (1593-1657), who was mar- 
ried to a sister of Bosschaert the Elder and is thought to have educated 
the three young Bosschaerts. 


n 1993 the German band Einstúrzende Neubauten used the composi- 
ion of the present painting for the cover of their album Tabula Rasa. 
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Attributed to Jacob Jordaens 

(Antwerp 1593-1678) 

A mythological figure, possibly Zephyr, God of the West Wind, 
oil on paper, laid down on panel, 43.5 x 31.5 cm, framed 


€ 30,000 — 50,000 US$ 32,300 — 53,900 


Provenance: 

Private collection, Germany; 

sale, Dorotheum, Vienna, 16 October 2007, lot 5 (as attributed to 
Jacob Jordaens); 

art market, Belgium; 

where acquired by the present owner 


The present painting depicts a male figure with billowing hair, a strong 
focused gaze, enclosed in a bed of clouds, pursing his lips to produce 

a stream of air. The figure could possibly be identified as one of the 
four Anemoi, sometimes referred to as the four wind Gods. In Greek 
mythology, the marriage between the god Astraeus, and the goddess 
of dawn, Eos, was known to have produced the four Anemoi: Boreas, 
god of the North Wind; Eurus, god of the East Wind; Notus, god of 
he South Wind; and Zephyr, god of the West Wind. Since the person- 
ification in the present painting is blowing towards the left, in a westerly 
direction, he can therefore presumably be identified as Zephyr. This 
wind God is often depicted as a handsome young man, sometimes 
winged, with soft, flowing hair, embodying the essence of the gentle 
wind he represents, as is seen in the present painting. 
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Flemish School, 17th Century 

An equestrian portrait of George Villiers, 1st Duke of Buckingham 
(1592-1628), 

oil on paper, laid down on canvas, 50 x 41.5 cm, framed 

€ 12,000 — 15,000 US$ 12,900 — 16,200 
We are grateful to Maria Galen for suggesting an attribution to Abra- 
ham van Diepenbeeck ('s-Hertogenbosch 1596-1675 Antwerp) for the 
present painting. 


This elegant portrait shows the Duke of Buckingham, one of the most 
notorious characters of Charles | reign, on horseback as Lord High 


Art Museum, Fort Worth, Texas (inv. no. AP 1976.08). Considerable 


masterly depictio 
this may even ind 
stage of the com 


research has been previously undertaken concerning the several known 
variants of the sketch of the Duke of Buckingham. The present version 
is an entirely new discovery, only having come 
hitherto unpublished. It is close in size to the Kimbell original, but differs 
from it and the other known variations. For instance, the figure of the 
sea god Neptune with a trident and naiad in the lower left corner of 
the Kimbell version are omitted here. Instead, the focus is clearly on the 
n of the rearing, muscular and twisting horse. Indeed, 
icate that the present sketch represents an earlier 
position when it was used by 
model in Rubens’ studio. 


o light recently, and is 


he artist based on the 


Admiral of the fleet The swashbuckling bravura that cap 


tivated Bucking- 


The Osterley picture was Rubens' earliest known use of the levade 


hams admirers — and inspired Alexander Dumas romantic depiction of 
him in The Three Musketeers — is evident. 


George Villiers was a favourite of both King James | and King Charles |. 
He was raised to the peerage as Viscount in 1616, quickly becoming an 
Earl and Marquess within two years. Royal favour made him the richest 
and most powerful noble in the land and as Duke of Buckingham he 
amassed a huge art collection. He first encountered Rubens in Paris in 
1625 on the occasion of Charles’ marriage-by-proxy to Henrietta Maria, 
sister of the King of France. Newly appointed to the post of Lord High 
Admiral, he commissioned an enormous equestrian portrait of himself 
in this role. Privately Rubens noted Buckingham's ‘arrogance and caprice’ 
and predicted that he was ‘heading for the precipice’. History was to 
prove him right as the duke's unsuccessful military campaigns against 
Spain and France were much resented, and in 1628 he was assassinated. 
The final large painting on canvas, measuring 307 x 337 cm, completed 
by Rubens was dispersed with the rest of the duke's collection after his 
death. In more recent times, the painting entered the collection of the 
Earl of Jersey at Osterley Park, Oxford, before it was destroyed by fire 
in 1949. 


The present painting is a seventeenth-century variant of a sketch 
Rubens produced for the painting that is now conserved in the Kimbell 
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pose that he established through his studio in the so-cal 


led Riding School 


(circa 1615; formerly Kaiser-Friedrich Museum, Berlin), and which he 


subsequently employed in the portrait of the 
of Austria at the Battle of Nórdlingen (circa 1634/35; Prado, Madrid, inv. 


formerly 


realised Rubens i 


activity. Equestria 


Cardinal Infante Ferdiand 


no. P001687) and the now lost Equestrian portrait of King Philip IV (1628; 
adrid, Alcazar, destroyed by fire 1734). A grisaille by Die- 
penbeeck, in which he depicted the Cardinal Infante is most probably 
also based on Rubens’ Buckingham portrait and similar 
painting in the depiction of the stance and angle of the horse (see sale, 
Christie's, London, 17 April 2002, lot 7). 


to the present 


Rubens was the predominant source of inspiration throughout Diepen- 
beeck’s career. Indeed, several times he execu 
ceived by Rubens: in 1627, following Rubens’ 
design for the Vitae patrum by 


ted works initially con- 
instructions, he drew the 


Heribertus Rosweyde, and in 1636 he 


deas for a print of Neptune and Minerva. After Rubens’ 
death, his work remained crucially important 


n motifs frequently occur in 


o Diepenbeeck’s artistic 
Diepenbeeck's oeuvre, such 


as the drawings for the famous Duke of Newcastle's riding school, a series 


of forty-two engravings illustra 


dressage, published in Antwerp in 1657. The 
of Newcastle on a rearing horse with a baton in a similar pose to the 


present painting (British Museu 


ting William Cavendish’s book on horse 


first page shows the Duke 


m, London, inv. no. 1868,1212.462). 
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Attributed to Victor Wolfvoet the Younger and/or his Studio 
(Antwerp 1612-1652) 

The Garden of Love, 

oil on copper, laid down on panel, 70.5 x 88.5 cm, framed 


€ 18,000 — 25,000 US$ 19,400 — 26,900 


We are grateful to Bert Schepers for suggesting the attribution and for 
his help in compiling the catalogue note. 


This colourful painting on copper is derived from one of Peter Paul 
Rubens’ most successful compositions, the Garden of Love. The subject is 
discussed at great length by Nils Búttner (see N. Búttner, Corpus Rube- 
nianum Ludwig Burchard, XVII: Genre Scenes, London/Turnhout 2019, pp. 
59-143), but the present painting was not known to the author at the 
time of writing and is apparently unpublished. 


The prime version of the subject is the fully autograph large canvas 
of circa 1630-35 in the Museo Nacional del Prado, Madrid (inv. no. 
P001690), whereas a derivative composition has been developed in 
Rubens’ workshop in the form of a cabinet painting for an international 
clientele. This studio version is believed to be the work bequeathed to 
he Rothschild Collection at Waddesdon Manor, Aylesbury, in 1957 (inv. 
no. 3541), dated by Búttner to circa 1632-36. Many repetitions of this 
secondary version are known, attesting to its popularity — Búttner lists 
more than sixty paintings, drawings and prints. One of these repetitions, 
documented in Vienna since 1781 and today in the Kunsthistorisches 
Museum (inv. no. GG679), has in 2016 been attributed by Bert Schep- 
ers to Victor Wolfvoet the Younger and/or his Studio (ee G. Martin 
and B. Schepers, ‘Two Antwerp cabinets decorated by Victor Wolfvoet I’, 

in: The Burlington Magazine, vol. 158, 2016, p. 802; also Búttner, op. cit， 
pp. 133-134, under no. 3, copy 29). Stylistically the present version on 
copper relates to the work in Vienna, though not as refined, perhaps an 
indication that this repetition was largely carried out in Wolfvoet's stu- 
dio. Though the existence of some beautiful passages certainly suggests 
hat Wolfvoet would probably have participated to some extent in its 
realisation. 
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A large group of well-dressed persons are gathered on a terrace 
enclosed by a portico. This is built in the late-sixteenth-century Italian 
style Rubens wrote about in his book Palazzi di Genova of 1622, and 
which he had used in the design of his own palatial home in Antwerp. 
The shimmering-coloured clothes and the folds of the company's dress- 
es are a beautiful feature. Cupids interact with the individuals, bringing 
mythological figures into a realistic garden scene. Symbols of matrimonial 
love abound: the cupids, music making, and Juno's peacock. The Garden 
of Love has been interpreted as an allegory and exaltation of love and 
marriage. It clearly demonstrates Rubens’ reverence for Titian, as it is 
especially close in mood to the Bacchanal of the Andrians (Museo del 
Prado, Madrid, inv. no. PO0418) and the Worship of Venus (Museo del 
Prado, Madrid, inv. no. PO0419). Many features are indeed Titianesque, 
notably: the coexistence of mythic and real-life characters, the presiding 
statue of Venus, the flying children, the natural setting and its rich col- 
ouring, and the sensuous atmosphere and sexual insinuation. 


Certainly, the composition appears to relate to Rubens’ personal life, 

for one of the women in the gathering, dressed in blue, bears a striking 
resemblance to Helena Fourment, who was his wife at the time. Follow- 
ing the death of his first wife Isabella Brant in 1626 he married Helene 
at the end of 1630, when she was sixteen and he fifty-three. From that 
time on he lived in a state of infatuation. 


Victor Wolfvoet the Younger was born in Antwerp in 1612 and later 
married there in 1639. He only became a member of the Guild of St. 
Luke in 1644/45, however it is now believed that Wolfvoet, from some- 
ime in the 1630s, must have been active in Rubens’ workshop. In the 
workshop he would clearly have had access to the master’s oil sketches 
and drawings, which he used frequently as prototypes for his many cop- 
ies and derivations of Rubens’ inventions. The cooler and crisper tonality 
of his paintings however is very different to those of Rubens. Indeed, 
Wolfvoet freely omitted, changed and added many details to these 
compositions. His preferred medium would have been copper plates 
both large and small, which not only allowed for a transparent and bril- 
liant effect, but also enabled easy transportation. 
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Circle of Peter Paul Rubens 

(Siegen 1577-1640 Antwerp) 

The Virgin of the Rosary with Phillip Ill of Spain, Albert VII, Archduke of 
Austria and the Infanta Isabella Clara Eugenia, 
oil on canvas, 67.5 x 52 cm, unframed 

€ 20,000 — 30,000 US$ 21,600 — 32,300 
Provenance: 

with Galerie Fiévez, Brussels, 1946; 

where acquired by the family of the present owner 


The present painting relates closely to a panel of the same subject for- 
merly in the collection of the Duke of Marlborough that is mentioned 
in Michael Jaffé’s 1989 monograph on the artist (see M. Jaffé, Rubens, 
Catalogo Completo, Milan 1989, p. 265, no. 671). Both the panel and the 
present canvas are based on a now lost original by Peter Paul Rubens, 
which was destroyed by the French attack on Brussels in 1695. In that 
year the troops of Louis XIV bombarded the city between 13-15 
August causing devastating fires and leaving permanent marks on the 
city. Rubens’ work was hung in the so-called Spanish Chapel of the 
Dominican church. This location refers to a Spanish royal congregation 
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founded in 1594 and was most likely established in gratitude to the 
Spanish troops who liberated Zaltbommel from the Siege of the Beg- 
gars, also known as the Geuzen in Dutch. This miraculous event was 
later attributed to the intervention of the Virgin Mary. 


The present painting shows the Virgin enthroned, holding the Christ 
Child and is encircled by six symmetrically arranged saints. The Virgin 

is slightly turned towards the two Domincan saints on her left and ele- 
gantly provides Saint Dominic with a Rosary. On the far left is possibly 
the renowned Thomas Aquinas and in front of him, distinguishable 

by the pilgrim's staff he holds, is Saint James who leans over to offer a 
Rosary to the Spanish monarch, Philip Ill. To the right of the Virgin, are 
Francis of Assisi and Catherine of Siena, whilst the devout Saint stoop- 
ing to kiss the Child's foot could be Catherine of Alexandria. The central 
heme of the painting is the distribution of the Rosary beads. The dis- 
tinctly Dominican character of this composition is evident. According to 
a fifteenth-century legend, Mary with the Christ Child appeared before 
Saint Dominic and gave him the Rosary, instructing him to teach people 
devotion, and promised that his apostolic efforts would be blessed with 
much success to combat heresy if he did. This legend immediately gave 
rise to numerous brotherhoods, which greatly promoted the cult of the 
Rosary, and later became one of the great themes of Counter-Reforma- 
tion painting. 
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Roman School, 17th Century 

Two lapdogs and a parrot amidst grapes, pomegranates and pumpkins, a 
park landscape beyond, 

oil on canvas, 108.5 x 148.5 cm, framed 
€ 40,000 — 60,000 US$ 43,100 — 64,700 
Provenance: 

Private European collection 


The present painting is a skilful example for Roman still life painting in 
the 17th century. The foreground of the composition is adorned with 
ripe, plump pumpkins, pomegranates and clusters of luscious grapes, 

their vibrant hues evoking a sense of fecundity and plenty. Two playful 


little dogs frolic amidst the abundance, adding a touch of lively charm to 


the scene. Their prese 


ce is a nod to the tradition of incorporating ani- 


mals in still life painting, where they often symbolise fidelity or worldly 


pleasures. In the right 


ing contemplation of t 
ty and untamed nature. 


bou 


The inf 
of his time, is eviden 


skilful rendering of frui 
art scene was profound. The present painting shows his influence in its 
meticulous attention to botanical accuracy and 
natural textures. lt is a testament to the cross-cultural exchange that 
characterised the artistic milieu of 17th-centur 


and Italian painters infl 


uence of David 
in this work. De Coninck was renowned for his 


background a vast park 
he harmonious coexiste 


de Coninck, a promine 


ts and vegetables, and hi 


andscape unfolds, invit- 
ce between cultivated 


t Flemish still life painter 


5 impact on the Roman 


the vivid rendering of 


y Rome, where Flemish 


uenced each other's wo 


rk. 
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Giovanni Battista Langetti 

(Genoa 1635-1676) 

The Good Samaritan, 

oil on canvas, 104 x 97 cm, framed 


€ 40,000 — 60,000 US$ 43,100 — 64,700 


Provenance: 

Private collection, Paris; 

sale, Artcurial, Paris, 19 June 2012, lot 25 (as Giovanni Battista Langetti); 
Private European collection 


Literature: 
M. S. Mantovanelli, Giovanni Battista Langetti: i! principe dei tenebrosi, Son- 
cino 2011, p. 185, no. 74, fig. 51 (as Giovanni Battista Langetti) 


The painting depicts the story of the Good Samaritan, told in the 
Gospel of Luke 10:29-37: a man travelling from Jerusalem to Jericho is 
attacked by some thieves, who strip and beat him. A priest and a Levite 
pass by without helping the victim, but a Samaritan stops and takes the 
man to an inn, paying for his care. The subject was handled by Langetti 
on various other occasions, according to his frequent habit of revisiting 
motifs: a similar composition is held in the Harrach Collection, Vienna 
(inv. no. 519) and other versions can be found in the Holburne Museum 
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in Bath and the Musée des Beaux-Arts in Lyon; the Fototeca Zeri also 
holds the image of a canvas depicting The Good Samaritan in a private 
Milanese collection (no. 59190). 


Langetti’s manner of painting is consistent throughout the course of 
his brief career, and it is characterised by the great speed of his dense 
brushwork together with a tendency to use a dark palette. In his 
compositions, importance is given to the nude figure, as well as to a 
intensity of expression and gesture. His usual choice of positioning the 
figure's torso on the diagonal invites the viewer to look beyond the pic 
ture plane, conferring vitality and dynamism to his images. 


Giovanni Battista Langetti’s earliest training took place in his native city 
of Genoa, he completed his apprenticeship in Rome in the studio of 
Pietro da Cortona. He travelled to Naples where he came in contac 


with various painters influenced by Caravaggio, most notably Jusepe de 
Ribera. From the latter half of the 1650s he established himself defini- 
tively in Venice without loosing contact with his native Genoese ambi- 
ent. Boschini described the painter as ‘a tenebrist and dark genius’ (see 
M. Boschini, La Carta del Navegar pitoresco, 1660, ed. by A. Pallucchini, 
Venice/Rome 1966, p. 577) on account of his painterly style, which 
drew him into association with other painters active in Venice at the 
time whose work is characterised by extreme naturalism and a dramati- 
cally violent deployment of light and shade. 
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Caravaggesque Master, circa 1625 

Melons, figs, pears and quinces, in front of a bowl with grapes and 
apples, on a wooden ledge, 

oil on canvas, 71 x 96.5 cm, framed 
€ 40,000 — 60,000 US$ 43,100 — 64,700 
Provenance: 

Private European collection 


The present painting is registered in the Fototeca Zeri under no. 88508 
(as Tommaso Salini). 


This work shows a variety of fruits including pumpkins, quinces, figs and 
grapes arranged on a ledge before a monochromatic dark background. 
The composition is illuminated from the front, creating a dramatic play 
between light and shadow and thereby enhancing the different textures. 
The linear arrangement is balanced by the leaves expanding vertically 
into the pictorial space. 
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Caravaggio's influence on the present composition can be seen in the 
depiction of elements taken from nature and represented with realism, 
giving the subject the same formal and interpretative dignity that in 
painting had only been previously reserved for religious subjects, mytho- 
logical and historical paintings or portraiture. Before this period, still lifes 
were merely used to enrich parts of larger compositions, hierarchically 
subordinate to other objects of representation. Compositions, such as 
the present work, placed the representation of nature at the centre. 


The painter of the present composition was also influenced by the nat- 
uralistic models of the Master of Hartford, Michelangelo Cerquozzi and 
Tommaso Salini. The present painting also combines the analytical rep- 
resentation of individual elements, placed symmetrically in relation to a 
central axis, and a proto-baroque decorative taste, similar to the works 
of Agostino Verrocchi. 
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Dirck van Baburen 

(Wijk bij Duurstede, near Utrecht circa 1592/93-1624 Utrecht) 
Christ Driving the Money Changers from the Temple, 

oil on canvas, 170 x 217 cm, framed 


€ 150,000 — 200,000 US$ 161,600 — 215,500 


Provenance: 

possibly Manzitti Collection, Genoa; 

sale, Christie's, Rome, 7 April 1987, lot 130 (as Nicolas Tournier, with 
wrong measurements); 

art market, Spoleto; 

Private European collection; 

where acquired by the present owner 


Literature: 

M. Bonzi, Un quadro del Palazzo Mari, in: || Raccoglitore Ligure, 30 April 
1934, p. 1, illustrated (as possibly by Valentin de Boulogne, according to 
Wayne Franits 2013); 

B. Nicolson, Caravaggism in Europe, Turin 1989, vol. |, p. 93, vol. Ill, fig. 
1029 (as an unknown South Netherlandish Caravaggist painter, between 
Rombouts and Baburen); 

L. J. Slatkes, Bringing Ter Brugghen and Baburen up-to-date, in: Bulletin du 
Musée National de Varsovie, no. 37, 1996, p. 204, note 29, p. 205 (as 
Baburen, earlier variant); 

N. Hartje, Bartolomeo Manfredi (1582-1622): Ein Nachfolger Caravaggios 
und seine europäische Wirkung. Monographie und Werkverzeichnis, Weimar 
2004, p. 153, mentioned under note 582 (as Baburen); 

L. J. Slatkes, W. Franits, The Paintings of Hendrick ter Brugghen 1588- 
1629, Amsterdam/Philadelphia 2007, mentioned p. 165 (as Baburen); 
W Franits, The Paintings of Dirck van Baburen ca. 1592/93-1624. Cat- 
alogue Raisonné, Amsterdam/Philadelphia 2013, pp. 28-31, 95-96, cat. 
no. A5, p. 97, note 5, p. 105, mentioned under note 7, p. 111, note 1, 
illustrated p. 276, pl. 5 (as Baburen); 

G. Capitelli, Dutch Caravaggists in Rome, in: G. J. van der Sman (ed.), Car- 
avaggio and the Painters of the North, exhibition catalogue, Madrid 2016, 
p. 37 (as possibly a mélange drawn from the oeuvre of Baburen and Rib- 
era, and therefore possibly the work of a more modest master); 
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5, Hoppe, in: B. Ebert, L. M. Helmus (eds.), Utrecht, Caravaggio und Euro- 
pa, exhibition catalogue, Munich 2018, p. 184, note 5, p. 186 (as Babu- 
ren, first version circa 1618) 


This painting is registered in the RKD database under no. 1001692753 
(as Dirck van Baburen). 


The present canvas is one of Dirck van Baburen's most significant com- 
positions. The artist focuses on the climax of the Biblical episode: an 
energetic Christ points upwards to heaven with one hand, while wield- 
ing a whip with his other. He is about to strike a fleeing man, whose 
arm is also raised. To the right, another figure recoils in alarm, grasping 
his money bag and raising his other arm to protect himself. His fellow 
merchants also react, with one adjusting his pince-nez as if to get a bet- 
er look at the event unfolding before him. Only one figure in Baburen's 
composition stands passively aloof: a woman at the right edge of the 
painting with a basket of doves on her head, who gazes directly at the 
viewer. 


Van Baburen executed the present painting around 1618, during his Ital- 
ian sojourn, and displays the rich influence of the complex and dynamic 
artistic milieu of early seventeenth-century Rome. Specifically, it reveals 
he artist's familiarity with an earlier version of the same subject by Bar- 
tolomeo Manfredi, at the time probably in the Verospi collection, and 
now in the Musée des Beaux-Arts et d'Archéologie de Libourne. Babu- 
ren must have studied the composition of the Italian master closely, and 
recognised its derivation from Caravaggio's celebrated Calling of Saint 
Matthew, which he most assuredly knew. 


Dirck van Baburen was born near Utrecht around 1592-1593 . He 
rained with Paulus Moreelse, a portraitist and history painter. Around 
1612 he departed for Italy, where he spent most of his time in Rome, 
establishing a solid reputation and working for patrons including the 
Spanish diplomat Pietro Cussida and Marchese Vicenzo Giustiniani. 
Baburen was particularly influenced by the art of Caravaggio and his 
followers, including Ribera and Manfredi. In 1620 or 1621 the painter 
returned to Utrecht, where he died in 1624. 
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Reyer Jacobsz. van Blommendael 


(Amsterdam 1628-1675 Haai 


rlem) 


Holy Family with the Infant Saint John the Baptist, 
oil on canvas, shaped top, 125 x 108 cm, framed 


€ 8,000 — 12,000 


Provenance: 


US$ 8,600 — 12,900 


Collection of Georges Antoine Louvrier (1886-1967), Brussels; 


Private European collection; 
sale, Pierre Bergé, Paris, 20 M 
circa 1680); 


ay 2008, lot 24 (Bolognese School, 


of Blommendael's paintings, such as the Socrates in Strasbourg. The 
subject of the painting is Catholic in taste and the offering of fruit refers 
o the Eucharist. The position of the elderly Saint Joseph, standing more 
or less aside from the other figures, is an indication of his secondary 
importance. 


Reyer Jacobsz. van Blommendael was born in Amsterdam in 1628. 

is father Jacob was a successful entrepreneur who owned several 
properties around Bloemendaal, a small town close to Haarlem (hence 
the family name). He owned a linen bleachery that provided him and 
his family with a healthy income. The scant information about Reyer 
confirms his position as a well-to-do citizen. In the earliest records, that 
| date from around 1660, he is referred to as an art dealer. By then 


where acquired by the present owner 


We are grateful to Paul Huys Janssen for confirming the attribution 


al 
he was living in Haarlem where 
showing that he was already fin 


he had bought a large house in 1658, 
ancially independent. Later on, he would 


receive a large sum of money from the es 


tate of his deceased father. 


after examining the present p 
accompanies this lot. 


The present painting is a signi 
van Blommendael and display: 
production. The group of figu 
closely together in a manner 
faces with chubby cheeks and 


ainting in the original. His written report 


ficant addition to the small oeuvre of Reyer 
s several characteristic elements of his art 
res in the present composition are placed 
typical for the artist, as are the round 
sometimes little snub noses. There are 


distinctive shadows, and the draperies are in general painted broadly 


with soft colours. Both the C 


hrist Child and the Infant Saint John the 


Baptist have the same curly a 
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nd wavy blond hair that appears in several 


(see |. van Thiel-Stroman, Painting in Haarlem 1500-1850. The collection 
of the Frans Hals Museum, Haarlem/Ghent 2006, p. 111 with an outline 
of the artists biography) In 1663 Reyer entered the Guild of St. Luke 

in Haarlem and from then on he officially worked as a painter and art 
dealer. Nothing is known about Reyer’s artistic training. No more than 
about fifteen paintings by him are known to date. Only a few are signed, 
and none is dated. Apparently, he could afford to live and work as a 
recluse and no commissions are documented. Blommendael remained 
in Haarlem until the end of his life when he moved to The Hague and 
probably died there. He was buried on 23 November 1675 in the fami- 
ly grave in the Grote Kerk in Haarlem. 
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Alessandro Varotari, called ۱۱ Padovanino 
(Padua 1588-1641 Venice) 

Mars and Venus, 

oil on canvas, 110 x 93 cm, unframed 


€ 10,000 — 15,000 US$ 10,800 — 16,200 


Provenance: 
Private European collection, since at least 1875 


We are grateful to Bernard Aikema for confirming the attribution after 
examining the present painting in the original. 


The source of the present subject is to be found in Ovid’s Ars Amatoria 
(I: 561-600): During a secret encounter between the gods, unknown 

to Vulcan, Venus and Mars embrace each other. Padovanino depicts the 
protagonists in the foreground, while the nude goddess, wearing only a 
diadem holding her hair, is seated on her robes, Mars, wears his shining 
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armour as he draws his lover closer. The figures fill the pictorial space 
almost completely, in the background an interior with an opening to the 
sky beyond. 


For the formal and compositional solutions, the present painting can be 
compared to the Orpheus and Euridice and the Abduction of Proserpine 

in the Gallerie dell'Accademia, Venice (see U. Ruggeri (ed.), I! Padovanino, 
Soncino 1993). In all these paintings close resemblance can be observed 
in the female figures’ features. 


Little is known of Padovanino's early years and training, although 
Boschini (1674) reports that he studied by copying the frescoes of 
Titian in the Scuola di San Antonio, Padua. While the influence of Titian 
(1488/90-1576) remained dominant throughout Padovanino's career, 
when he moved to Venice around 1614 he took inspiration from the 
city’s other most celebrated artists of the Cinquecento, and especially 
from the works of Veronese (1528-1588) and Tintoretto (1518/19— 
1594). 
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Riksmuseu m, Amsterdam 


Pa. Pas Rubias Pars 


P Sima ami سامت‎ 


lo 
Fig. 1 Jonas Suyderhoef, after Peter Paul Rubens, 
published by Pieter Claesz. Soutman, Drunken Silenus, 
Rijksmuseum, Amsterdam, inv. no. RP-P-OB-60.654 


Workshop of Peter Paul Rubens 
(Siegen 1577—1640 Antwerp) 


The Drunken Si 
oil on panel, 72. 


lenus, 
5 x 58.5 cm, framed 


€ 30,000 — 50,000 US$ 32,300 — 53,900 


Provenance: 


sale, Christie's, London, 8 July 2011, lot 90a; 


where acquired 


by the present owner 


The present painting executed in Rubens' workshop depicts an intoxi- 


cated Silenus in 


hree-quarter profile being supported by a characteristic 


retinue of animated satyrs. The work closely relates to the monu- 


mental panel co 


nserved in the Alte Pinakothek, Munich (inv. no. 319), 


first painted by Rubens (circa 1618), before later being enlarged and 
reworked by the master during the mid-1620s. The composition was 


repeated again ¡ 


n another version painted in Rubens' workshop and is 


now in the Gemáldegalerie Alte Meister, Kassel (inv. no. GK 94). 
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In the present composition key distinctive differences and omissions are 
included that diverge from the two aforementioned panels. For exam- 
ple, the present Silenus is the only version to feature the man drinking 
from the glass in full left-side profile, the appearance of a satyr on the 
right, the absence of the old lady on the left, and the exclusion of the 
hand pinching Silenus. Significantly, for an understanding of the present 
painting, is the historic fact that the Munich panel, neither the first nor 
the later enlarged version, ever left Rubens' studio and was in the art- 
ist's possession at the time of his death. Both the subsequent workshop 
panel in Kassel and the present painting would have been difficult to 
copy so loyally to the Munich panel's original form, without both panels 
being produced in the workshop at the same time. 


The existence of an etching of the Drunken Silenus by Jonas Suyderhoef 
based on drawings he had done whilst working in Rubens studio, further 
alludes to a link between the three paintings (see fig. 1, Rijksmuseum, 
inv. no. RP-P-OB-60.654). Rubens' most prominent student Anthony 
van Dyck signed a personal variant of the composition, preserved in the 
Gemáldegalerie Alte Meister der Staatlichen Kunstsammlungen, Dres- 
den, (inv. no. 1017) and produced alongside several drawings. The latter 
even produced a version further removed from the prototype by his 
teacher with an Italianate approach, conserved in the collection of the 
Royal Museum of Fine Arts, Brussels, (inv. no. 217). 
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Bartholomáus Wittig 

(Breslau 1613/14-1684 Nuremberg) 

Christ among the doctors, 

indistinctly signed and dated upper right: B. Wittig f / 51, 
oil on canvas, 117 x 184 cm, framed 


€ 20,000 — 30,000 US$ 21,600 — 32,300 
Provenance: 

with Gallery Baumkotter, London, until 1976; 

art market, Germany 

Private collection, South Germany 


The present painting is a recently rediscovered and significant addition 
to the small known corpus of paintings associated to the Nuremberg- 
based artist Bartholomáus Wittig. Characterised by confident brush- 
work and a bold chiaroscuro effect, this large canvas is enlivened by the 
vibrant red, blue, and yellow tones of the figures' garments that are 
interspersed amongst the otherwise relatively muted ochre background. 
The depicted figures are illuminated by a light source located frontally 一 
outside the painting, originating from the direction of the viewer — with 
the appearance of the young Christ surrounded by a crowd of Church 
Doctors, arranged in a stage-like setting with three seated repoussoir fig- 
ures directing the viewer's attention. 


Testifying to the paintings authenticity, several significant pentimenti can 
be seen to the naked eye, including an alteration to the seated figure 
reading on the far right. At an earlier stage the artist had depicted 

the figure with his back to the viewer looking over his shoulder with a 
direct gaze. 


The episode represented here is taken from the Gospel according to 
Luke (2: 41-50) wherein Joseph and Mary having lost sight of the young 
Jesus in Jerusalem, found him in the Temple, calmly engaging its learned 
elders in theological debate. Wittig has rendered the temple scene in a 
contemporary, sombre setting with those present gathered around the 
emboldened Christ, some listening with astounded admiration, while 
others are shown in discussion as they compare Christ's word with the 
sacred scriptures. 


Of the few known works by Wittig that exist, fewer still are signed, 
dated and of this size. Born the son of a merchant trader, Wittig began 
his artistic training under the guidance of the Breslau painter Michael 
Duquesne (1587-1641). A long stay in Holland and Italy is assumed 

for the period from 1634 to 1642, but this cannot be proven. He lived 
and worked in Nuremberg from 1642 at the latest, but without ever 
applying for citizenship and therefore in constant dispute with the paint- 
ers’ guild. According to a letter to the council that has survived, Wittig 
reported that he had until the year 1647 only produced small copper 
plates, which were sold to clients mainly in Italy and the Netherlands. 
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Workshop of Frans Snyders 

(Antwerp 1579-1657) 

A still life of a basket with grapes and vines, a hare, starlings, partridges 
and a kingfisher on a wooden ledge, a melon nearby, 

oil on canvas, 76.5 x 110 cm, framed 


€ 12,000 — 18,000 US$ 12,900 — 19,400 


Provenance: 

Collection of Mr. and Mrs. Louis Hawes; 

sale, Christie's, New York, 11 January 1979, lot 299; 

sale, Palais des Beaux Arts, Brussels, 25 November 1981, lot 432 (as 
Frans Snyders, according to a label on the reverse) 


Literature: 

E. Greindl, Les peintres flamands de nature morte au XVlle siècle, Sterre- 
beek 1983, p. 387, no. 224 (as 'oevres non signées’) 

H. Robels, Frans Snyders, Stilleben- und Tiermaler 1579 — 1657, Munich 
1989. p. 259, under cat. no. 122 (as workshop repetition) 


The present composition is a workshop variant of the original by Frans 
Snyders conserved in the Rubenshuis, Antwerp (inv. no. S 133). Robels 
in her monograph on the master, points out the difference in the posi- 
ion of the wings of the dead partridges in the present work when 
comparing it to the Antwerp panel. Furthermore, greater attention is 
paid to the detailed graining of the wood which forms the table ledge in 
he present composition. 


Frans Snyders specialised in still life and animal painting, becoming a 
master of the Antwerp painters' guild in 1602. From his earliest days as 
an independent master, he appears to have operated an accomplished 
workshop in order to meet demand, as exemplified by the present 
work. After spending a year in Italy, where he is documented between 
1608 and 1609, Snyders returned to Flanders. Influenced by Italian 
painting and by the work of Rubens, Snyders' skill, both as a colourist 
and in his handling of diverse textures throughout his varied composi- 
tions, led to his works being prized by important patrons across Europe. 
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Jan Brueghel | 

(Brussels 1568-1625 Antwerp) and 

Joos de Momper II 

(Antwerp 1564-1635) 

An extensive wooded landscape with travellers on a path and the corn 
harvest in the foreground, 

oil on panel, 69 x 107 cm, framed 


€ 150,000 — 250,000 US$ 161,600 — 269,400 


Provenance: 
Collection of Jacques Ludwig Menke (1837-1912), Hannover; 

his sale gallery Le Roy, Brussels, 1 June 1904, lot 13 (as Jan Brueghel I); 
Collection of Hermann Renner (1863-1921), Hamburg; 

his sale Antiquitátenhaus Wertheim, Berlin, 30 April 1930, lot 62 (as 
Joos de Momper and Jan Brueghel II); 
Collection of Heinz Kisters (1912-1977), Kreuzlingen; 
Private collection, Rhineland, Germany 


Literature: 

K. Ertz, Jan Brueghel der Altere, Cologne 1979, p. 624, no. 403, illustrated 
p. 477, fig. 577; 

K. Ertz, Josse de Momper der Jüngere, Freren 1986, p. 553, no. 321, illus- 
trated p. 225, fig. 244; 

K. Ertz and C. Nitze Ertz, Jan Brueghel der Ältere (1568-1625). Kritischer 
Katalog der Gemälde, Lingen 2008-2010, p. 1550, no. 743, illustrated p. 

1552 


The present painting is a high-quality example of the collaboration 
between two of the most accomplished and prolific Flemish artists of 
their time. While Joos de Momper II was responsible for the superb, 
warm landscape, Jan Brueghel | staffed it with a perfectly balanced 
arrangement of people and animals. They each had a distinctive style 
and speciality that enabled them to produce an entirely new kind of 
artwork for the dynamic Antwerp market and beyond. Klaus Ertz, the 
author of the monographs on both artists, dates the present painting to 
1610/20 and thus to the two artists’ later periods. 
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This unique painting is one of five harvest scenes listed by Ertz in de 
Momper's oeuvre. He describes how de Momper's characteristic 
utilisation of colour for depicting light is an essential feature of his style 
and can be particularly well observed in the present painting. Ertz 
writes: ‘The time of the harvest, of cutting the corn, would be noon or 
maybe early in the afternoon; the peasant has to wait for the dew of 
the night to dry. He has to bundle the sheaves and pile up the bales of 
hay before the humidness of the late afternoon arrives. The landscape 
painter has chosen the right moment here, namely noon. This gives 

the figure painter an opportunity to describe the most varied activities: 
scything, raking, binding, putting up the hay bales, bringing in the harvest 
on wagons, and, finally, the peasants’ rest! 


Ertz continues: ‘The sun is at its zenith, so that the light falls in almost 
vertically. The sky is distinctly golden at the centre of the composition, 
as a small part of the sun itself seems to be adumbrated. A sharp, bright 
light floods the landscape in the far distance and across the full breadth 
of the foreground. The figures by the hand of Jan Brueghel only cast 
short shadows, consistently bowing to what the landscapist has pre- 
scribed [...]. And yet it is in these summer landscapes, with their still 
inconsistently placed light, which is quite beneficial to the landscape on 
which it shines’ (see Ertz 1986, in literature, pp. 226-228). 


Typical for that time was the specialisation in a particular sub-area 

of painting and the cooperation with colleagues. The collaboration 
between Jan Brueghel and Peter Paul Rubens became famous. Jan was 
a master in the depiction of landscapes and details. Peter Paul Rubens 
took over the decoration of the figures. Besides Peter Paul Rubens, Jan 
also cooperated with the Antwerp painters Hendrik van Balen, Sebas- 
tiaen Vrancx, Joos de Momper ll and many others. The collaboration 
between Jan Brueghel | and Joos de Momper ۱۱, however, was a partic 
ularly fruitful relationship. Indeed, the two artists worked together on 
more than eighty paintings over a period of almost thirty years, and 
after Jan’s death in 1625 was carried on by his son, Jan Il. De Momper's 
arge, broadly painted villages and cityscapes provided atmospheric set- 
tings for Brueghel’s figures, while they, in turn, animated de Momper's 
vast panoramas. 
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Jan Frans van Bredael 

(Antwerp 1686-1750) 

Elegant riders in a hunting scene with falcons, 
oil on panel, 36.5 x 45.5 cm, framed 


€ 8,000 — 12,000 US$ 8,600 — 12,900 


Provenance: 
Private collection, Belgium 


The present painting is accompanied by a copy of a certificate by Jan 
de Maere of the Documentatiecentrum voor het Vlaams Kunstpatri- 
monium, Brussels, dated 29 November 2017. De Maere endorses the 
attribution and dates the painting to circa 1730. 


The present work shows a group of fashionably dressed aristocrats 
who canter and prance in the foreground, whilst falcons swoop and 
hover above, closing in on their kill. The horses in particular are beauti- 
fully painted in a flowing style, skilfully suggesting the speed and noise 

of the hunt in full chase. The colourful costumes of the huntsmen are 
elaborate and costly and draw the viewer's eye onto the unfolding 
scene. Two white horses lead the start of the hunt: ridden by a red- 
coated man with an ornate hat; the other carries a woman hunter in an 
elegant yellow dress with a red bow, riding side-saddle. Hunting was the 
prerogative of the aristocracy in mid-seventeenth century Holland; even 
a newly wealthy bourgeois who had bought land had to fulfil certain 
criteria before being given permission to hunt. 


Jan Frans van Bredael was the son of the artist Alexander van Bredael, 
by whom he was trained in the profession in the city of Antwerp. 
According to Jan de Maere there was a signed agreement known from 
1705 which states that the artist, together with his brother Josef van 
Bredael, worked for the dealer Jacob de Witte for four years to produce 
copies and pastiche works of renowned artists like Philips Wouwerman 
and Jan Brueghel |. Some decades after the aforementioned date the 
artist accompanied the sculptor Michiel Rysbrack to England where the 
pair became successful and received numerous commissions from the 
English aristocracy. Van Bredael returned to the continent and had a 
brief stay in Paris before settling in Antwerp where, according to De 
Maere, Louis XIV bought four of his works, of which two are conserved 
in the Staatliche Kunstsammlungen Dresden, The Departure for the Hunt 
(inv. no. gal.-no. 1131) and the Horsesmith (inv. no. gal.-no. 1130). 
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© The Metropolitan Museum of Art, New York 


E مج‎ 
Fig. 1: Albrecht Durer, The Virgin with the Swaddled Child, 


Gift of Harry G. Friedman, acc. no. 55.574 


Georg Gártner the Younger 
(Nuremberg 1575/80-1654) 


The Virgi 
oil on pal 


€ 15,000 — 20,000 


n with the Swaddled Child in a landscape, 
nel, 37 x 26.5 cm, framed 


US$ 16,200 — 21,600 


We are grateful to Rainer Stuwe for confirming the attribution of the 
present painting to Georg Gartner the Younger. His extensive report, 
dated May 2023, accompanies the present lot. 


Georg G 


wi 
berg and 
worksho 
worksho 


his style 


The Virgi 


artner the Younger was a German painter and engraver active 


in Nuremberg in the first half of the seventeenth century. When Hans 
Hoffmann died in 1591/92, Georg Gartner the Younger became one 

of the foremost exponents of the so-called Durer Renaissance, a phe- 
nomenon of increased interest in Albrecht Dúrer's works that spread 
throughout Europe in the late sixteenth and early seventeenth centuries, 
h a particularly strong foothold in Durers hometown of Nurem- 


at the Imperial court of Prague. Gartner trained in his father’s 
p, which he took over in 1612. Under his stewardship, the 
p gradually expanded and became one of the leading ones in 


Nuremberg. Gartner was dean of the local painters’ guild from 1620- 
24, and again from 1638-42. Praised to be a ‘felicissimus Düreri imitator, 
he and hi 


5 workshop produced variations after Dúrer's works, emulating 
but developing a highly individual artistic language. 


n Mary in the present painting rests with the Infant in her arms 


on a stone bench with a red velvet cushion. The corners are decorated 
with golden tassels. Over a wide crimson dress, Mary wears an olive- 
green robe that falls over her knees in many folds to the floor. Above 
the breast, the gold braid is held together by a brooch set with ruby 


and pearl 


s. The Child, swaddled up to the back of the head in white 
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linen sheets, sleeps peacefully in her arms. A wide river landscape with 
green to pale blue hills opens up to the left behind the figures. A bright 
strip of sky above the horizon indicates the beginning of dawn and shifts 
the scene to the early hours of the morning. The two haloes of the fig- 


ures stand out 
yellow 


The painter of 


against the morning sky in very soft transitions from pale 


o red-orange. 


the present panel based his work on an engraving by 


Albrecht Durer dated 1520 (ee fig. 1), which was created shortly 


before his trip 


to the Netherlands and which is mentioned in his travel 


diary as one of the “three new Marys” (Bartsch 38/Meder 40a/c). As 
the painter sought to enhance Dúrer's engraving by achieving a smooth- 


er and more b 


rilliant painterly effect and by lending more spatial depth 


to the composition, some minor alterations can be observed. Rainer 
Stüwe remarks: “Durer’s haloes appear radiant to glary, but in the paint- 
ing, they have a soft shimmer; the change of the Child’s cross-nimbus 
to a round one reduces the striking effect of the exemplary engraving 
to a softer one. The proportions of the picture panel are also slightly 
wider than the engraving, giving more space for the scenery behind the 


figures. The ba 
visible bush. Al 


the landscape 
els of Joachim 


engraving poin 


softly shimmer 
of high quality, 
executed arou 


reshaped the prototype in a consistent way 
impression and improved it entirely in the spirit of the so-called Durer 
Renaissance”. Stuwe continues: “The stylistic differentiation from Dúrer's 


ckground is freshened by two young trees and a partially 
in all, the landscape is rendered more clearly than on 


the engraving. The two trees in particular with the high viewpoint of 


aken from Durers copperplate remind of Dutch mod- 
Patinier. In summary, it can be stated that the painting 
towards a softer, winsome 


ts strongly to the well-known Durer copyist Georg Gart- 


ner of Nuremberg. In particular, the emphasis on soft flesh tones and 


ing light effects is very characteristic for Gartner”. A work 
Stüwe suggests that the Madonna and Child has been 
nd 1620/30. 
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Adriaen van Ostade 

(Haarlem 1610-1685) 

A farmyard with children and peasants listening to a hurdy-gurdy player, 
traces of a monogram and dated lower right: 1638, 

oil on panel, 30.7 x 25.4 cm, framed 
€ 35,000 — 45,000 US$ 37,700 — 48,500 
Provenance: 

Collection of Louis Léon Alexandre Jeróme Tabourier (1858-1897), 
Paris; 
his estate sale, Paul Chevallier, Drouot, Paris, 20 June 1898, lot 177; 
with Galerie Charles Sedelmeyer, Paris; 

sold to Gustav Ritter Hoschek von Mühlheim (1847-1907), Prague; 

his estate sale, Kunstsalon Gustav Pisko, Vienna, 24 March 1909, lot 46; 
Collection of Emmerich Ullmann (1861-1937), Vienna; 

his estate sale, S. Kende, Vienna, 12 October 1937, lot 13 (as Isaak van 
Ostade); 
Private collection, The Netherlands, by 1972; 

hence by descent, until circa 2004; 

with Lawrence Steigrad Fine Arts, New York City, 2004-2005; 
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sale, Sotheby's, New York, 18 May 2006, lot 97; 
art market, Germany; 

sale, Dorotheum, Vienna, 4 October 2006, lot 191; 
Private collection, Vienna 


The present painting is listed in the RKD database under no. 196367 (as 
Adriaen van Ostade). 


Both Fred Meijer and Bernard Schnackenburg confirmed the present 
painting as an autograph work by Adriaen van Ostade. 


= 


his endearing painting a raggedly dressed man plays the hurdy-gurdy 
a captivated audience of peasants, who gather outside the door of a 
farm. The mood, brilliantly captured here by the Haarlem-born painter, 
is sentimental and shows van Ostade's prolific skill in portraying human 
emotions with a keen eye for great sensitivity and empathy. The present 
painting, with its subtle palette of colours in harmonies of blue and grey, 
is characteristic of his youthful period. The composition must have been 
a popular one, for several versions with slight variations are known to 
exist, including a version with similar measurements conserved in the 
Museum der bildenden Kúnste, Leipzig (inv. no. 799). 
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School of Caravaggio, 17th Century 
Judith with the head of Holofernes, 
oil on canvas, 95 x 126 cm., framed 


€ 15,000 — 20,000 US$ 16,200 — 21,600 


Provenance: 
Private European Collection 


The subject of Judith and Holofernes enjoyed great popularity in the 
16th century, following the Council of Trent after which it was officially 
included in the new translation of the Bible commissioned by Pope 
Sixtus ۷ and Pope Clement VIII in 1592. The popularity of the sub- 
ject continued into the early 17th century, appearing in the work of 
Caravaggio, for example in his painting commissioned by the Genoese 
banker, Ottavio Costa (Palazzo Barberini, Rome), and also in various 
interpretations by Artemisia Gentileschi, which have only been recently 
rediscovered. 


udith's expression in the present picture is heroic and powerful, she is 
ooking to the left, to the outer-pictorial space. Her maid Abra appears 
prominently beside her, holding a sack in one hand and a lamp in the 
other. The lamp is the only source of light in the painting, creating a dra- 
matic effect of light and shadow on the robes and especially the faces of 
he sitters. The monochrome background arranges the figures as if on a 
stage - another Caravaggesque motif in the representation. 
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(O John Stewart Kennedy Fund, 1910 


Fig. 1 Peter Paul Rubens, Wolf and Fox Hunt, 
The Metropolitan Museum of Art, New York, acc. no. 10.73 
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Attributed to Peter Paul Rubens and Workshop 
(Siegen 1577-1640 Antwerp) 

A study of two horses and riders, 
oil on panel, 64.5 x 76.5 cm, framed 
€ 40,000 — 60,000 US$ 43,100 — 64,700 
Provenance: 

Aristocratic collection, Belgium 


The present composition depicts two equestrian studies that belong to 
a group of oil sketches attributed to either Peter Paul Rubens and/or his 
workshop. The rider on the left has his horse perform the trot or even 
the passage, whilst the horse and rider on the right are performing the 
levade. Both riders are confidently holding the reins in one hand and the 
baton, a commander's symbol, in the other. 


Three autograph sketches are recognised as being by the master, of 
which one is of a brown and white coloured piebald horse and his 
rider seen from reverse that was recently auctioned at Sotheby's, New 
York (see sale, Sotheby's, New York, 25 January 2017, lot 17). The 
authorship was given to Rubens after removal of a background that 
had been added later. The Sotheby's work was subsequently linked with 
wo other individual Rubens equestrian sketches that were also painted 
originally on the same plain ground layer and are of similar size. The first 
study shows a semi-rearing grey and white horse in profile, currently 

in a private collection in England; the second study shows a grey horse 
painted frontally and was previously in the collection of the Earls of 
Portarlington, though it’s current whereabouts remain unknown. The 
wo latter sketches are repeated in the present painting. 


t is believed that the three autograph Rubens’ sketches were used 

by his workshop assistants to set up equestrian portraits, or subject 
pictures that requested horses and riders, such as the portrait of Don 
Rodrigo Calderon on Horseback, Royal Collection Trust, England (inv. no. 
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404393), and the composition of A Wolf and Fox Hunt, conserved in the 
Metropolitan Museum of Art (see fig. 1; Metropolitan Museum of Art, 
New York, inv. no. 10.37). Since the present painting relates to sketches 
on which these two works are based, the relation of the present paint- 
ing and that of the portrait of Don Rodrigo Calderon on Horseback and A 
Wolf and Fox Hunt is also evident. 


The present work also relates to two additional equestrian studies 
attributed to Rubens’ studio. The two poses in the present panel are 
repeated in a painting, featuring three horses arranged together, that is 
traditionally called The Riding School and was formerly in the Kaiser 
Friedrich Museum, Berlin (inv. no. 797), though now lost. The Berlin 
picture was once thought to have been by Rubens himself, but more 
recently had been declassified by scholars as a studio version. The same 
three poses, albeit in a different arrangement, are to be found in a 
picture conserved in the Royal Collection (inv. no. RCIN 404806). 


Due to current condition issues of the paint layer of the present work, 
it is difficult to confirm or deny the involvement of Peter Paul Rubens, 
however the high quality of the horses is undeniable. As is documented, 
after the master’s death in 1640 it was studio practice to transform 
sketches of every type into individual paintings fit for the market. This 
declares the enlargement of the present panel and the later added sun- 
down landscape and country estate in the background, both date from 
the same period as the horses and their riders 


During the sixteenth century, the dressage and training of horses 
became fashionable at the courts of Europe. Controlling a horse and 
asking it to perform certain complicated exercises symbolised solid 
eadership of the rider. For the gentlemen and young nobles at court, 
performing these higher riding skills became an important part of their 
education and resulted in the subgenre of equestrian portraiture. Peter 
Paul Rubens, who himself was a passionate rider, interspersed his oeuvre 
with the noble animals and was fascinated by the elegant movements of 
the horses and keen in capturing their anatomy correctly in all its com- 
plexity from his early career onwards. 
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Workshop of Peter Paul Rubens 
(Siegen 1577-1640 Antwerp) 
Hero and Leander, 

oil on canvas, 84 x 111 cm, framed 
€ 30,000 — 50,000 US$ 32,300 — 53,900 
Provenance: 

sale, Sotheby's Olympia, London, 28 October 2004, lot 35 (as after Sir 
Peter Paul Rubens, 18th century, with incorrect measurements); 

sale, Bonhams, Oxford, 14 April 2015, lot 388 (as after Sir Peter Paul 
Rubens, 18th Century, with incorrect measurements); 

Private collection, Germany 


Exhibited: 

Stuttgart, Staatsgalerie Stuttgart, Becoming Famous. Peter Paul Rubens, 22 
October 2021 — 20 February 2022, cat. no. 33. (as Workshop of Peter 
Paul Rubens (?)); 

Genoa, Palazzo Ducale, Appartamento del Doge, Rubens a Genova, 6 
October 2022 — 22 January 2023 (as Workshop of Peter Paul Rubens 
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Literature: 

V. Korbei, Rubens und die Antike in: Becoming Famous. Peter Paul Rubens, 
exhibition catalogue, Dresden 2021, pp. 150-152, no. 33, illustrated on 
pp. 151 (as Workshop of Peter Paul Rubens (?) circa 1609-1618); 

N. Búttner, A. Orlando, Rubens a Genova, exhibition catalogue, Milan 
2022, pp. 336-339, 385, no. 54, illustrated (as Workshop of Peter Paul 
Rubens (?)); 

G. Martin, Leander and Hero in: E. McGrath, B. Schepers and B. Vanop- 
pen (eds.), Corpus Rubenianum Ludwig Burchard, an illustrated catalogue 
raisonné of the work of Peter Paul Rubens based on the material assembled 
by the late Ludwig Burchard (1886-1960) in twenty-nine parts, part 11, 
Mythological subjects, vol. 1, Hercules to Olympus, London/Turnhout 
2022, p. 293, mentioned under no. 73-2, as copy no. 7 


The present dynamic and forceful painting depicts the story of two of 
the most renowned lovers from ancient mythology, Hero and Leander, 
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as described by the Greek poet Musaeus of Athens and later re-written 
by Ovid in his Heroides. According to the legend, the young Leander of 
Abybos would swim nightly the strait to Sestos where his lover, Hero, 

a priestess of Aphrodite, would hold a burning torch providing Leander 
guidance. One stormy night the fire was extinguished and the waters 

became so wild and fierce that Leander drowned. Maddened with grief 
Hero threw herself off the tower to join him in death in the Hellespont 
waters below. 


The centre of the present composition is dominated by the presence 
of Leander's lifeless body being accompanied by a group of mourning 
Nereids swaying in the churning waves. Additional intensity is given to 
he story through the combining of consecutive events to produce one 
highly dramatic scene, notably the inclusion of Hero plunging to her 
death in the wild waters below. The nocturnal scene is illuminated by 
a few rays of sunlight breaking through the dense, dark clouds casting 
ight on the tragic story that is unfolding. The composition clearly shows 
traces of Rubens’ stay in Italy, for the central Nereid's left thigh can 
relate to that of Michelangelo's much-admired sculpture of Night, from 
the tomb of Giuliano di Lorenzo de’ Medici (Florence, Basilica di San 
Lorenzo). 


As Nils Búttner describes in the catalogue entry of the present painting 
(see op. cit. Búttner, 2022, p. 338) the canvas is possibly a workshop 
version and could well have been produced immediately after Rubens’ 
return from Italy. Büttner therefore dates the painting to sometime 
between 1609-18. Rubens created the now lost original version during 
his stay in Italy, though little is known about who commissioned the 
work and it may, in fact, have been painted for the free market. None- 
theless, the composition was much celebrated upon its inception, for it 
was honoured in a sonnet by Giovanni Battista Marino, in his La Galeria 
del Cav. Marino distinta in Pitture e Sculture under the title ‘Leandro 
morto tra le braccia delle Nereidi: di Pietro Paolo Rubens’. The recognition 
of the original painting's significance is reflected in the several repli- 

cas and copies that exist — many of which are attributed to Rubens’ 
workshop — and are conserved in distinguished international museums, 
including versions in the Gemáldegalerie Alte Meister, Dresden (inv. no. 
Gal. no. 1002) and the Yale University Art Gallery (inv. no. 1962.25), 
amongst others. 
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Fig 1. David Coster, View of Tongerlo Abbey, 
Rijksmuseum, Amsterdam, inv. no. RP-P-AO-17-113-11 
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Anthony van Dyck 

(Antwerp 1599-1641 London) 

Portrait of Adriaen Stalpaert, Abbot of Tongerlo (1563-1629), in a 
white habit, 

dated upper left: A. tat 67. A 1629, 
oil on canvas, 118 x 93.5 cm, framed 
€ 100,000 — 150,000 US$ 107,800 — 161,600 
Provenance 

Private collection, Germany; 

art market, Germany, 2016; 

Private collection, United Kingdom 


We are grateful to Christopher Brown for confirming the attribution 
after inspection of the original. He believes that some studio assistance 
might have been involved regarding the costume. Susan Barnes inspected 
the painting in 2017, and, noting that it was from Van Dyck's second 
Antwerp period, wrote, ‘| agree that ‘studio’ is involved (curtain, landscape 
and attributes), but not without Van Dyck himself” 


This previously unpublished portrait by Van Dyck shows Adriaen Stal- 
paert (1563-1629), Abbot of Tongerlo, a Premonstratensian monastery 
to the east of Antwerp. Painted in 1629, it is a compelling example 

of Van Dyck’s portraiture in the years after his return from Italy, and 
combines his early Flemish style under Rubens with the techniques he 
learned in Italy by studying the works of Venetian artists like Titian. 
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© Rijksmuseum, Amsterdam 


Where Van Dyck's handling of paint before he visited Italy was thick and 
sculptural, on his return he used the thinner, subtler layers of the Vene- 
tian colourists. This allowed him to not only work more quickly, but 
also give his sitters a degree of previously unseen naturalness. Such skills 
were especially useful for scholarly and religious figures, for whom the 
dignity of their position ruled out flamboyant poses, fashions or back- 
grounds. In these portraits, Van Dyck could create a sense of dignified 
reserve and calm power, even, as here, a glimpse into the pensiveness 
of their intellectual and spiritual minds. Comparable works include the 
portraits of Jesuit, Carolus Scribani (1561-1629) of circa 1629, con- 
served in the Kunsthistorisches Museum, Vienna (inv. no. 508) and the 
portrait of Zeger van Hontsum (died 1643), painted in circa 1630, cur- 
rently conserved in the Royal Collection Trust, England (inv. no. RCIN 
405323). 


Adriaen Stalpaert was Abbot of Tongerlo from 1608 until his death 

in October 1629. The Monastery at Tongerlo still exists today and is 
nown amongst others through a print conserved in the Rijksmuseum, 
Amsterdam (see fig. 1; inv. no. RP-P-AO-17-113-11). Stalpaert was 

an important figure in Flanders during the Counter-Reformation and 
his motto seen here underneath his coat of arms, ‘crux arida nutrit 
[the cross makes an infertile soil fertile], which guided his leadership at 
Tongerlo. The cross here is only painted rather than written. The Abbot 
improved education at the monastery, added important works to the 
monastery's library, and most significantly of all, opened the College of 
Saint Norbert in Rome for the training of monks from Tongerlo. Saint 
Norbert was the founder of the Premonstratensian, or Norbertine 
order, which always wore white and which Van Dyck's brother, Theo- 
door, joined. 
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Artus Wolffort 

(Antwerp 1581-1641) 

The Holy Trinity, 

oil on panel, with the brand of the Antwerp panel maker's guild on the 
reverse, 121 x 91 cm, framed 
€ 80,000 — 120,000 US$ 86,200 — 129,300 
Provenance: 

(probably) Jesuit Church of Saint Peter, Múnster, until 1920; 

Private collection, Augsburg, until 2002 


Exhibited: 
Mettingen, Draiflessen Collection, Credo. Masterpieces of Religious Art, 
6 October 2010 — 9 January 2011, cat. no. 119 


Literature: 

A. Dern, U. Hárting, Credo. Masterpieces of Religious Art, exhibition cata- 
logue, Mettingen 2010, pp. 262-263, no. 119; 

G. Finckh, N. Hartje-Grave, Freiheit, Macht, Pracht. Niederlándische Kunst 
im 16. und 17. Jahrhundert, exhibition catalogue, Wuppertal 2009, p. 
419, mentioned under no. 69 (as probably original) 


The present painting is accompanied by a certificate by Hans Vlieghe, 
dated 6 February 2008. He dates the painting to around 1620 or 
slightly earlier. 


The present painting is listed in the RKD database under number 
1001088872 (as Artus Wolffort). 


This balanced and serene composition of the Holy Trinity illustrates 
the belief that Christ was both human and divine. To the right of the 
composition Christ forms part of the Heavenly Trinity with God the 
Father on the left and the dove of the Holy Spirit hovering above. The 
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subject is presented in close composition creating a striking impression 
on the viewer who is being contemplated by the direct and yet soft 
gaze of the Deities, and is drawn into the mystery of Christ's wounds 
which he gently indicates with his forefinger. Presented as the Man of 
Sorrows, Christ represents the true epitome of salvation, whilst the rep- 
resentation of the Father, crowned with the papal tiara, symbolises the 
supremacy of the church. In the globus cruciger, shown in the lower left 
of the composition, a cross can be observed in the reflection — a hidden 
reference to the Passion of Christ. 


t has only been until very recently that the corpus of works by the art- 
ist Artus Wolffort has been distinguished from that of his Flemish con- 
emporaries. Scholars have misattributed many of his paintings to Otto 
van Veen (1566-1629), for whom Wolffort worked as an assistant, and 
even early Rubens — attesting to the high quality of certain pieces. Born 
in Antwerp in 1581 the artist had undertaken his training in Dordrecht, 
where his parents had settled soon after his birth. In circa 1616 Wolf- 
fort returned to Antwerp where he soon ran a successful workshop of 
his own, working primarily for the open market, as well as on commis- 
sion. Wolffort’s oeuvre mainly consists of religious subjects, incorporating 
ife-size figures with a forceful appearance and considerable plasticity, as 
is the case in the present painting. 


Several versions of this composition of varying quality are known, 
including a version conserved in the collection of the Groeningemu- 
seum, Bruges (inv. no. 0000.GRO0374.1), in which Christ indicates his 
wounds using his thumb and forefinger. In the present painting Christ's 
index finger enters the wound giving the painting a much more emo- 
ional and direct impact. In similar treatments of the same subject 
executed by members of Wolffort's workshop, and of undoubtedly 
esser quality, Christ allows a stream of blood to flow from between his 
thumb and index finger. Paintings that follow this particular example are 
conserved in the Museum voor Schone Kunsten, Ghent (inv. no. S-65) 
and another in the Church of Saint Clemens, Watermaal-Bosvoorde 
(see RKD database, under no. 1001089286). 
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Guido Reni 

(Bologna 1575-1642) 

Ecce Homo, 

oil on canvas, 80 x 64.5 cm, framed 
€ 80,000 — 120,000 US$ 86,200 — 129,300 
Provenance: 

possibly Gonzaga-Nevers collection; 


art market, France; 
where acquired by the present owner 


We are grateful to Massimo Pulini for endorsing the attribution on the 
basis of a photograph and for his help in cataloguing. His written report 
accompanies this lot. 


The cold pallor of this effigy of Christ, and the cool marble tone of the 
figure, which is illuminated by a pearlescent glow, could be said to be 
better suited to the Gospel account of the Resurrection. The emotion- 
ally harrowing scene of the crowning with thorns and the display of the 
Ecce Homo to the Hebrew people is usually represented with stronger 
flesh tones. In the present work however, Guido Reni instead trans- 
forms the episode into an act of sorrowful devotion. The usual canoni- 
cal red of Christ's robes, which signals his imperial investiture as King of 
he Jews, is rejected by the artist who instead uses an attenuated and 
refined amethyst-like colour. 


The background, beyond the figure, silhouettes the crown of thorns 
in a form of infernal incandescence. It is precisely in this tonal contrast 
between the fore and background of the painting, that the originality 
of this fine rendering of this subject is focused, an iconographic device 
created entirely by Reni. 
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n his monograph of 1988, Stephen Pepper specifically addressed the 
iconography of this type of Ecce Homo, characterised by a cane held 
diagonally. In his catalogue entry on the version of the painting con- 
served in the Gemáldegalerie, Dresden (oil on copper, 76 x 60 cm, inv. 
no. 330, see S. Pepper, Guido Reni, Lopera completa, Novara 1988, p. 
284, no. 153, fig. 143). Pepper confirmed that there was more than 
one autograph version of the composition, and in a note he mentioned 
he same subject on canvas (72 x 55 cm, not illustrated) in the Swed- 
ish Wachtmeister collection, which has been brought to his attention 
by Pierre Rosenberg. Other versions of the same composition were 
reproduced in the artist's studio and during this period of production 
he definition between fully autograph versions, as well as versions pro- 
duced by the artist in collaboration with the workshop can be confused. 
Neverthess the copies and variants of this composition that are known, 
ustrate the various painterly styles of Renis collaborators during the 
period in which the studio was managed by Giovanni Andrea Siriani. 
However, both the Dresden painting and the present canvas are clearly 
different from the academic style of Giovanni Andrea Sirani. 


The pose and characterisation of the features in the present compo- 
tion are executed with unhesitating surehandedness: even the upper 
row of Christ's teeth can be perceived in the clear, transparent shadows; 
under the cold pallor of the flesh, blue veins can be made out under 

his right cheek while the other is a deeper shade of rose. According to 
Pulini, this skilled layering of colour, reminiscent of alabaster, confirms 
Renis authorship of the present work which he dates to around the 
mid-1630s — a date towards the end of the artist's career and a striking- 
y inventive and poetic period of work from the celebrated Bolognese 
painter. 


ae 


Malvasia described Guido Reni’s works in his book of 1678, Felsina Pittri- 
ce, as follows: ‘Affaticavasi anche, non mai saziandosi, nell'ultime sue pitture, 
mostrandocele sempre piú erudite e con nuovi ricerchi e mille galanterie: con 
certi lividetti et azurrini mescolati fra le mezze tinte e fra le carnagioni [...] 
quali si osservano nelle carni delicate che rendono un certo diafano [...]. E 
questa e quella che chiamano seconda maniera di Guido che come perció 
incognita anche, e forestiera, non giungera che col tempo ad addimesticarsi, 
a farsi ben conoscere e finalmente ad assodarsi nella comune affezione e 
concetto. Strillino pure a lor voglia i malevoli, che si conosceranno un giorno 
queste finezze per inimitabili, ed io gia ne pronostico sicuro il successo’ [He 
also strained, never sating, in his final works, revealing them to be ever 
more erudite, with new discoveries and a thousand refinements: with 
certain livid mauves and azures melded into the flesh tones [...] that 
can be seen in the delicate skin surfaces rendered almost diaphanous 
[...] And this is what we call Guido’s second manner, which being as 
yet unknown is strange, it will not but with time become familiar, easily 
recognised and finally embraced as a concept with general affection. Let 
he ill-wishers shout as they please, but one day these refinements will 
be recognised as inimitable, and | already prognosticate their assured 
success] (C. C. Malvasia, Felsina Pittrice, 1678, Il, p. 58). 
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Roman School, circa 1630 

Saint Sebastian, 

oil on canvas, 103.5 x 81.5 cm, framed 
€ 15,000 — 20,000 US$ 16,200 — 21,600 
Alessandro Morandotti has suggested an attribution to Mattia Preti 
(Taverna 1613-1699 Valletta) for the present painting and he dates it to 
Preti's early Roman period of the late 1630s. It could be one of the ear- 
liest expressions of the young artist's interpretation of Caravaggesque 
naturalism. Indeed, Caravaggio's pictorial language is clearly apparent in 
the present composition, in the use of the contrasted, raking light, fall- 
ing across the features of the saint. The present canvas also reveals the 
nfluence of Jusepe de Ribera, who also created naturalistic images of 
saints and apostles, characterised by realism and highly contrasted light- 
ing effects. Images of saints were favoured by the followers of Caravag- 
gio as they provided the opportunity for pictorial depiction of humility, 
suffering, and spirituality. 


Mattia Preti was one of the foremost Italian Baroque painters and was 
celebrated for his vibrant paintings executed across a long career and 
across a large geographic area, encompassing Rome, Modena, Naples, 
and Malta. He arrived in Rome by 1632 and attained his first success 
by gaining the patronage of two papal families through Olimpia Aldo- 
brandini and her sister-in-law Olimpia Maidalchini, earning the prestig- 
ious commission for a fresco cycle (1650-51) behind the high altar at 
Sant'Andrea della Valle in Rome. Despite this, scholarship has mostly 
neglected the two decades the painter spent in Rome (circa 1632-53), 
in favour of his later years in Naples and Malta. 


168 OLD MASTERS 


Mattia Preti was also influenced by the work of two other great Cara- 
vaggio followers, Bartolomeo Manfredi (1582-1622) and Valentin de 
Boulogne (1591-1632). Their influence is particularly apparent in his 
early Caravaggesque works characterised by the master’s naturalism and 
chiaroscuro. By the 1640s he most likely travelled to Venice, where he 
would have seen the works of Tintoretto (1519-1594) and Veronese 
(1528-1588). This led to experimentations with a lighter palette and 
more theatrical staging. This neo-Venetian trend, including the paintings 
of the classicists such as Lanfranco and Guercino, changed Preti’s Style 
oticeably. Considering stylistic similarities between the young Preti and 
Guercino (Preti, according to De Dominici, became Guercino’s appren- 
ice in Cento after having been so enthralled by Guercino's Santa Petro- 
nilla which he saw in St. Peter; see B. De Dominici, Notizie della vita del 
Cavaliere Fra Mattia Preti, Malta 1864, pp. 10-12, 29), it is not surprising 
hat some scholars have even considered the present painting to be a 
work by Guercino. 


The martyrdom of Saint Sebastian was a recurrent theme in Preti’s 
work, and he painted several variations, including for churches in Malta, 
Naples and Taverna, his native town in Calabria, whose patron saint was 
Saint Sebastian. The hagiography of the martyr is familiar: the young 
Gallo-Roman centurion from Narbonne was condemned to death for 
being a Christian while serving in Rome during the reign of the Emperor 
Diocletian (284 to 305). Here he is shown being pierced by the hail of 
arrows; all the power of the painting lies in his confident gaze fixed on 
heaven. 
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Cornelis Droochsloot 

(Utrecht 1640 — after 1673) 

A village kermis with merry making peasants, 
oil on panel, 49 x 68.5 cm, framed 


€ 15,000 — 25,000 US$ 16,200 — 26,900 


Provenance: 
Noble collection, Austria 


We are grateful to Ellis Dullaart from the RKD, The Hague, for suggest- 
ing the attribution to Cornelis Droochsloot on the basis of a photo- 
graph. 


We are also grateful to Luuk Pijl for confirming the attribution of the 
present painting on the basis of a photograph and for his help in cata- 
loguing the present lot. He suggests a date of execution in the 1660s, 
during a period where Droochsloot was highly prolific and at the height 
of his career. 
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The present charming and well-preserved panel by Cornelis 
Droochsloot shows a street lined with small houses and inns on both 
sides, a church with a festive banner beyond, and a busy hubbub of 
animated activity. All along the wide road, people energise the scene 
and give it a lively character. The Dutch word kermis derives from kerk, 
meaning ‘church’ and mis for ‘mass’, describing the mass said on the 
anniversary of the foundation of a parish or church, celebrated with 
feasting, dancing and sports. As is the case here, the figures depicted 
can be observed in various activities: eating and drinking at tables put up 
in front of inns and conversing. 


A prolific painter of town and village scenes, Droochsloot was 

active in Utrecht, where he trained under his father Joost Cor- 

nelisz. Droochsloot. After the death of his father in 1666, Cornelis 
Droochsloot took over the workshop. As in the works of his father, the 
architecture in the present painting is used to provide scale and struc 
ture to the suggested space. The figures of the young people show, in 
the way they are executed, the influence of Esaias van de Velde, who 
died in 1630. However, typical of Cornelis Droochsloot is the scant use 
of shadow and the rapid execution of the figures. 
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North Italian School, 17th Century 
Portrait of a young man in armour, long bust-length, 
oil on canvas, 58 x 47 cm, framed 


€ 30,000 — 40,000 US$ 32,300 — 43,100 
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Claes Jacobsz van der Heck 

(Alkmaar circa 1575/81-1652) 

A Witches’ Sabbath, 

signed and dated on the right side of the grotto entrance: C Heck fe/ 1650, 
oil on panel, 39 x 57.5 cm, framed 
€ 30,000 — 50,000 US$ 32,300 — 53,900 
Provenance: 

Private collection, Germany 


We are grateful to Fred Meijer for endorsing the present painting as an 
autograph work by the artist on the basis of a photograph. 


n the present composition, a horde of swarming demons circle above 
a panoramic landscape, where a village has just been set on fire by two 
demons who are exuberantly pranking around at the foot of an obelisk. 
n front of the composition a procession of mysterious figures and 
monstrous creatures, derived from the works of Hieronymus Bosch and 
Pieter Brueghel the Elder, is led by a witch and accompanied by a druid. 
The group passes by Saint Anthony the Great, who can be seen kneel- 
ing in front of an altar, surrounded by more witches, demons and crea- 
tures, visible lower left. Below a group of witches are stirring in a kettle 
and await the arrival of the parade and their principal witch. Within 
he procession a multi headed dragon-like creature is seen, with hats 
reminiscent of the red cardinal biretta and the red cardinal galero, the 
golden crown worn by the third monster head might refer to the papal 
iara. On the back of this creature a half-naked woman is seated holding 
two burning torches high above her head. The monster and the woman 
are reminiscent of the ones described in Revelation 17:3-6 where the 
Whore of Babylon rides a similar creature, traditionally she was used 

o represent false religion. The combination of these elements may be 
understood as a critique of Catholicism by Protestant reformers. 
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This scene takes place in a landscape similar to the ones by the Flemish 
artists Paul Bril and Willem van Nieulandt Il, who both travelled to 
Rome in the late fifteenth and early sixteenth centuries. The classical 
architecture, ruins and obelisk in the composition refer to the ancient 
city and might have been motifs the artist took from his fellow artists, 
as there is no record of Van der Heck crossing the Alps himself. In the 
upper right corner a group of flying demons have dragged Saint Antho- 
ny in the sky plaguing him with their torches reminiscent of the famous 
print by Martin Schongauer of the same subject, conserved in the Stádel 
Museum, Frankfurt am Main (inv. no. 33744). The artist must have been 
intrigued by the motifs in his compositions because we encounter them 
in many of his works. At least four other versions of this composition 
are known amongst which is a signed and dated version by the artist 
currently conserved in the Rijksmuseum, Amsterdam (inv. no. SK-A- 
2373), and on long term loan to the Stedelijk Museum in Alkmaar. 
Another version is conserved in the Musée Bertrand, Cháteauroux (inv. 
no. 307). 


The artist is mentioned by Karel van Mander in his Schilderboeck as one 
of the founders of the Guild of Saint Luke, Alkmaar in 1631. Van der 
Heck mostly worked as a landscape painter and was trained by Jan 
Nagel in this field. His panoramas often are the setting of his biblical 
and mythological scenes, as is the case in the present painting. From his 
early years onwards, the artist must have been familiar with the works 
of the Haarlem master Maarten van Heemskerck, since his father was 
a nephew of this notable sixteenth-century master and had collected 
some of his works. Van der Heck named his son after his distant rela- 
tion and trained him in the profession. He then used the name Maarten 
Heemskerck van der Heck as a reference to the artist in Haarlem. The 
paintings of Claes Jacobsz van der Heck are often mistaken and attrib- 
uted to that of his cousin, Claes Dircksz van der Heck. Recently the 
artist was re-introduced in his birth town when new research on the 
master resulted in the first exhibition on his works, held by the Stedelijk 
Museum Alkmaar in 2016. 


= 
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Fig, 1: Galleria Doria Pamphilj, Rome, Sala dei Velluti 
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The Master of the Doria Pamphilj Narcissus and Endymion, called the 
Maestro Ovidiano Doria Pamphilj 

(Rome active in the late 17th and early 18th Century) 

Leda and the Swan, 

oil on canvas, 170 x 217 cm, framed 
€ 80,000 — 120,000 US$ 86,200 — 129,300 
We are grateful to Francesco Petrucci and to Andrea G. De Marchi for 
their help in cataloguing the present painting. A written analysis by 
Andrea G. De Marchi accompanies this lot. 


Francesco Petrucci considers the present painting to be by the same 
hand as two large works conserved in the Sala dei Velluti in the Palazzo 
Doria Pamphilj in Rome: Narcissus at the Fountain (oil on canvas, 218 x 
172 cm, inv. no. FC 149, see figs. 1 and 2) and Diana and Endymion (oil 
on canvas, 215 x 166 cm, inv. no. FC 144). 


Andrea G. De Marchi has also, independently, suggested the same com- 
parison and he intends to group the Doria Pamphilj scenes and the pre- 
sent painting in a future publication under the name of the ‘Maestro Ovi- 
diano Doria Pamhilj. 


The attribution of the two Doria Pamphilj paintings have been subject 
of discussion. Salvatore Tonci, in his first guidebook of the Gallery in 
1791 attributed Diana and Endymion to Rubens, and Narcissus to Guido 
Cagnacci (see S. Tonci, Descrizione ragionata della Galleria Doria, preceduta 
da un breve saggio di pittura, Rome 1791, pp. 75, 196-197). Diana and 
Endymion was later attributed to Pier Francesco Mola by Faldi in 1957 
(see |. Faldi, Palazzo Pamphilj al Collegio Romano, Rome 1957, p. 18). 
Andrea G. De Marchi has suggested that this as yet unidentified artist 
may be the young Ventura Lamberti (see A. G. De Marchi, Collezione 
Doria Pamphilj, catalogo generale dei dipinti, Cinisello Balsamo/Milan 2016, 
p. 239). 
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Ventura Lamberti (circa 1653—1721) was born in Carpi, and after some 
years working in Modena became a pupil of Carlo Cignani in Rome. 
There, he became attached to the household of the Marchese Gabrieli. 
De Marchi mentions a painting of Diana and Endymion with similar 
dimensions as the painting in the Galleria Doria Pamphilj described in 
1730 by Lione Pascoli as having been executed by Lamberti for this 
important early patron (L. Pascoli, Vite de pittori, scultori, ed architetti 
moderni, Rome 1730, p. 769). No trace of this painting remains, and it 
would appear very plausible to identify it with the Endymion from the 
group discussed here. Also, Ventura Lamberti was a close friend of the 
composer Arcangelo Corelli, who, for years, was in the service of Car- 
dinal Benedetto Pamphilj. lt would be pleasing to attribute the group in 
full to an artist who otherwise primarily worked in Christian iconogra- 
phy. In Rome, Lamberti painted Saint Francis of Paola resuscitating a dead 
Child for the Chiesa dello Spirito Santo dei Napoletani and some car- 
toons used for mosaics for Saint Peter by Ottaviani. His Madonna show- 
ing the Infant Saviour to Saint Jerome was engraved by Ludovico Dorigny. 
Among his pupils was Marco Benefial. 


De Marchi has also discussed the young Benefial as the possible artist 
responsible for the so-called Ovidian group. Benefial would later work 
for Camillo Pamphilj the younger, such as in a painting executed in circa 
1713, depicting the allegorical personifications of the figurative arts in 
the Ballroom of the Palazzo Doria Pamphilj. De Marchi has briefly consi- 
dered a possible attribution to Daniel Seiter, but favours a tentative 
identification of the artist as Ventura Lamberti. It has been suggested 
that the beautifully painted wine jug with its shimmering texture could 
be the work of a potential second artist involved in the execution of the 
present painting, with Carlo Manieri (circa 1662—1700) being discussed 
as the most likely candidate. As a final thought on the question of attri- 
buting the group, which is of very high quality, it is perhaps worth 
noting that De Marchi mentions a painting of Narcissus with similar 
dimensions as the one in the Sala dei Velluti described as early as 1682 
as a collaborative work by Carlo Maratta (1625—1713) and Crescenzio 
Onofri (1632-1712) (see A. G. De Marchi, ibid., 2016, p. 239). 
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Fig. 2: Narcissus at the Fountain, Galleria Doria Pamphilj, Rome, inv. no. FC 149 


The two paintings in the Galleria Doria Pamphilj in Rome were purcha- 
sed by Camillo Filippo Pamphilj in 1716 and are described in the inven- 
tory compiled after Camillo's death in 1747: ‘Due quadri, uno [...] Indimio- 
ne, e Diana, e l'altro narciso con un putto’ (see A. G. De Marchi, ibid., 
2016, p. 239). Camillo Filippo Pamphilj (Rome 1675-1747) was the son 
of Giambattista Pamphilj and his wife Violante Facchinetti. After his 
father’s death in 1717 he became the 3rd Principe di San Martino al 
Cimino e Valmontone. He was celebrated as an art collector and as a 
patron of music, also endorsing public and ecclesiastical institutions such 
as Sant'Agnese in Agone at Piazza Navona. During his lifetime the family 
collection expanded significantly to include works by Lionello Spada, 
Francesco Solimena and also by ‘artisti stranieri such as Cornelis de Vos 
and Jacob van Loo (see A. G. De Marchi, Il Fascino dell'esotico in un basti- 
mento di quadri per Camillo Pamphilj Junior, in: Bollettino d'arte, Ser. VII, 
no. 22-23, pp. 237-246). It is not unlikely that the present painting 
once also belonged to the Pamphilj collection but left it before Camillo 
Filippo Pamphilj’s demise in 1747. Undoubtedly the most risqué subject 
of the group, Leda would have shared this fate with other paintings dis- 
persed for various reasons. 


All three paintings of the group show similar characteristics. They all dis- 
play an essential sensual character (Narcissus, so De Marchi argued in 
1999, most probably has a later applied cloak draped over him in an 
effort to censor the painting, see A. G. De Marchi, I! Palazzo Doria Pam- 
philj al Corso e le sue collezioni, Florence 1999, p. 217). The compositions 
are all set in a dark, moody landscape very much reminiscent of pain- 
ings by Pier Francesco Mola. They are close in the depiction of flesh 
tones, rich fabrics and golden textures. Interestingly, there is a small 
painting in London in the National Gallery, attributed to the ‘Style of 
Mola’, which features a very similar composition as the present Leda (oil 
on canvas, 38.6 x 50.1 cm, inv. no. NG151.1). The three paintings in 
the group are of remarkably similar sizes, even though both paintings in 
Rome are upright whilst Leda is in horizontal format. 
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Fig. 1: Jan Brueghel the Elder, A Woodland Road with Travellers, Herdsmen and 
Cattle, pen and black and brown ink, blue wash on yellow-brown paper, 

traces of underdrawing in black chalk, 19.8 x 25.8 cm, 

Nationalmuseum, Stockholm, Inv. NMH 1942/1863 
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Flemish School, circa 1630 

A woodland road with travellers, herdsmen and cattle, 
oil on copper, 23 x 33 cm, framed 


€ 30,000 — 40,000 US$ 32,300 — 43,100 


The late Klaus Ertz had suggested an attribution in full to Jan Brueghel 
the Younger. His written certificate, dated July 2023, accompanies the 
present painting. 


The ongoing success of the Brueghel workshop after 1625 was due to 
jans painting skills which rivalled those of his father. Following closely 
what Jan had learned in the paternal studio he emulated his father’s 
highly detailed style, catering for the demand for this type of works. As 
Ertz observes the present work was executed in the later 1620s and 
relates to a picture signed by Jan Brueghel the Elder and dated 1611 
(see K. Ertz/C. Nitze-Ertz, Jan Brueghel der Altere, Kritischer Katalog der 
Gemälde, Freren 2008, vol. |, cat. no. 71, pp. 186-87). A drawing by Jan 
Brueghel the Elder in the Nationalmuseum, Stockholm (inv. no. NMH 
1942/1863; see fig. 1) served as the basis for both paintings. From a 
slightly elevated viewpoint, the composition opens to a country road, 
ined by dense woodland. The vanishing point in the far distance is 
marked by a steeple and other buildings around. The viewer is granted 
a window into the routines of daily village life: travellers make their way 
through the scene in carts, on horseback or on foot, the dress of those 
in the foreground painted with violets, blues and vivid reds, in contrast 
to the transparently painted figures in the middle distance. On the lower 
eft a cart passes a stream, and the water spraying from the hooves of 
the horses is rendered in great detail. While the version painted in 1611 
is an autumn scene, the painting offered here depicts the forest in late 
summer. Appropriate to the season, most of the leaves are still green, 
and the light refracts the water to be turquoise. 
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© Hans Thorwid / Nationalmuseum 
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Alexander Keirincx 

(Antwerp 1600-1652 Amsterdam) 

An Arcadian landscape with couples of shepherds, 
oil on panel, 73.5 x 105.5 cm, framed 


€ 30,000 — 40,000 US$ 32,300 — 43,100 
We are grateful to Ursula Harting for confirming the attribution upon 
inspection of the original. Her written analysis, dated June 2023, accom- 
panies the present lot. 


This well-preserved Arcadian landscape with shepherds represents an 
idyllic interpretation of the genre of the Flemish wooded landscape, 

of which Alexander Keirincx is one of the most important exponents. 

A favourite subject of bucolic poetry of the ancient world, the depic- 
tion of pastoral life (the so-called “pastoral”) was revived in the Italian 
Renaissance around 1500 as an ideal of rural simplicity and tranquil- 

ity. Also seen as symbolising a way of life more directly connected to 
nature, it gained popularity as a subject also of the Northern schools 

of painting and by the seventeenth century was established as a topic 

of the art of the Dutch and Flemish Golden Age. Keirincx chooses a 
clearing in the forest as the setting for his romantic depiction, framed by 
groups of heavy trees. In the distance a river meanders. In addition to 
the large flock of sheep and the herding dogs, the scenery is enlivened 
by various birds, rendered in great detail: tomtits, a goldfinch and a king- 
fisher sit in the trees, herons and storks are depicted near the riverbank. 
All details of the foliage such as tree trunks, leaves, grasses and ferns are 
particularly finely executed and very well preserved. 


= 


= 
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Alexander Keirincx was a specialist landscape painter who is hailed as 

a master of wooded landscapes. Born in Antwerp in 1600, Keirincx is 
known to have apprenticed with Abraham Govaerts. In 1618/19 he 
was admitted to the local Guild of Saint Luke. His earliest known works 
date from this period. Documentary evidence suggests that he accepted 
apprentices by 1623-24 at the latest, suggesting a successful practice. 

In 1622 he married Clara Matheusen in Antwerp. Soon after 1626 he 
moved to the Northern Netherlands, probably directly to Amsterdam. 
The first of at least fifteen paintings in which Utrecht based Cornelis 
van Poelenburch, a frequent collaborator in these years executed the 
staffage dates from 1629. On June 28, 1632, Keirincx and his wife are 
listed as members of the Reformed Church in Utrecht. A key event in 
Keirincxs career was his sojourn to England where he had received the 
commission from King Charles | to paint ten views of the kings castles 
and houses in Northern England and Scotland. Executed between May 
1639 and mid-1640, these topographical depictions include the famous 
view of Pontefract Castle (Wakefield, Pontefract Museum, inv. no. 
A1.931). In 1641 Keirincx returned to Amsterdam, where he acquired 
citizenship shortly before his death. 


An artist raised in the Antwerp tradition of artistic teamwork, Keirincx 
frequently collaborated with figure painters for the staffage of his works. 
Cornelis van Poelenburch appears to have been a much-used figure 
painter during his Northern activity, but in his earlier Antwerp period 
he had employed artists such as Hans Jordaens, Peter Snayers and Adri- 
aen van Stalbemt. As Hárting observes, the figures of the two couples 
of shepherds in the foreground are brilliant examples from the hand of 
Adriaen van Stalbemt (see U. Harting. ‘Adriaen van Stalbemt als Figuren- 
maler, in: Oud Holland, Vol. 95, 1981, pp. 3-15), whereas the joyfully 
swinging figures in the middle distance might have been executed by the 
so-called Meester met de Hemden, a painter from Stalbemt's studio or 
his immediate orbit. 
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Abraham Willemsens 

(Antwerp 1614-1672) 

The Adoration of the Shepherds, 
oil on copper, 69.5 x 88 cm, framed 


€ 12,000 — 15,000 US$ 12,900 — 16,200 


We are grateful to Bert Schepers of the Centrum Rubenianum, Ant- 
werp, for endorsing the attribution of the present painting to Abraham 
Willemsens on the basis of a photograph and for his kind assistance in 
cataloguing this lot. 


This charming scene relates closely to an engraving dated 1620 by 
Lucas Vorsterman | (1595-1675) after the Adoration of the Shepherds by 
Peter Paul Rubens (1577-1640) conserved in the Musée des Beaux- 
Arts de Rouen (inv. no. 1803.6). Willemsens has expanded the com- 
position on the right to include the dog taken from another print by 
Vosterman after the Adoration of the Shepherds conserved in the Musée 
des Beaux-Arts de Marseille (inv. no. BA 102). 
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Copies of Rubens' oil sketches and paintings were in continuous 
demand by his contemporaries and appear in the stock lists of a num- 
ber of prominent seventeenth-century art dealers, including the cele- 
brated dealers Guillam Forchondt and Matthijs Musson. Willemsens, Vic- 
or Wolfvoet II, Willem van Herp, among others, produced the majority 
of such copies for this lucrative branch of the Antwerp art market and 
helped spread the Flemish Baroque style internationally. Indeed, the indi- 
vidual styles of Willemsens and Van Herp are often confused with one 
another, a problem further complicated by their occasional collabora- 
tion, with Willemsens adding some figures to Van Herp's paintings and 
vice versa. 


Abraham Willemsen was born in Antwerp in 1614. In 1627/28 he 
became a pupil of Guilliam Anthoni (Antonissens) and is recorded in 
he Antwerp Guild of Saint Luke, later becoming elected as dean there 
in 1645. He was recorded in Paris the same year. It is assumed that 

he operated a large workshop of his own to supply the export mar- 
et, notably in Spain, where many of his paintings can still be found. 
Later falling into obscurity, the painter was virtually unknown until the 
discovery in the early 1990s of a painting signed in full. Since then, 

his oeuvre has gradually been reconstituted. 
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Workshop of Jacob Jordaens 

(Antwerp 1593-1678) 

Achilles recognised among the Daughters of Lycomedes, 
oil on canvas, 153.5 x 170 cm, framed 
€ 10,000 — 15,000 US$ 10,800 — 16,200 
Provenance: 

Private collection, Belgium 


On the island of Scyros, Achilles, the destined hero of the Trojan War, 


lived in disguise among King Lycomedes' daughters, concealed as a girl. 
Within the palace walls, he formed deep connections, particularly with 
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Deidamia, living a life seemingly untouched by war. However, as the 
tumultuous events of the Trojan War loomed closer, Greek envoys, led 
by the shrewd Odysseus, arrived on Scyros seeking Achilles. 


Odysseus devised a clever ploy, presenting an array of gifts, including 
weapons, within the court. While the princesses remained disinterested, 
Achilles, unable to suppress his innate warrior spirit, was drawn to the 
weaponry. Exposed, he could no longer deny his true identity and reluc 
tantly joined the Greek expedition to Troy, leaving behind a heartbroken 
Deidamia. This revelation marked the turning point in Achilles’ life, set- 
ting him on the path to legendary heroism and eternal glory on the 
battlefields of Troy. 
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© Museum & Gallery at Bob Jones University Greenville 


Fig. 1: Jusepe de Ribera, Ecce Homo, Greenville, USA 
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Jusepe de Ribera, called Lo Spagnoletto 

(Xativa 1591-1652 Naples) 

Ecce Homo, 

signed and dated: Jusepe de Ribera / español ,F. 1644, 
oil on canvas, 70 x 57 cm, framed 


€ 800,000 — 1,200,000 US$ 862,100 — 1,293,100 


Provenance: 

sale, Christie, Manson & Woods, 17 March 1888, lot 83 (as Jusepe de 
Ribera); 

Obdulio Moncada Calderón Collection, Cartagena, 1890 until at least 
1907: 

possibly by descent in the family; 

Private collection, London, until 2022 


Literature: 

M. González Simancas, Catálogo Monumental de España. Provincia de Mur- 
cia 1905-1907, Manuscript, digitalised by CSIC Tomás Navarro Tomás 
Library, vol. II, pp. 334-335 (as Jusepe de Ribera) 


This outstanding signed and dated Ecce Homo was first published by 
Manuel González Simancas (1855-1942) a member of the Real Aca- 
demia de Bellas Artes de San Fernando from Córdoba. He cites the 
painting in his manuscript (see literature) as follows: 


‘827. — Mr Obdulio Moncada, whom | have already mentioned, owns a good 
canvas by Lo Spagnoletto (photo 199), representing Ecce Homo with his 
right shoulder and part of his chest uncovered, holding the reed in his left 
hand. This painting could be included among the best works of that brilliant 
artist, and his signature appears on the red cloth covering the other half 

of the chest and the left shoulder. Jusepe de Ribera // español (Spaniard), 
F.1644. The painting, without its frame, is 68 cm high and 55 cm wide, and 
it is in a very good state of conservation. 
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(O Finnish National Gallery / Matti Janas 


Fig. 2: Jusepe de Ribera, Ecce Homo, 1644, 
Finnish National Gallery, Helsinki, inv. no. A Il 1361 
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Fig. 3: Jusepe de Ribera, Ecce Homo, 1632-1634, 
Hermitage, St. Petersburg, inv. no. [3-7760 
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Juan Carreño de Miranda 

(Avilés 1614-1685 Madrid) 

Saint Anthony of Padua and the Christ Child, 
signed and dated: lv CARENO/ F. ANO 1656, 
oil on canvas, 107 x 95.5 cm, framed 

€ 80,000 - 120,000 US$ 86,200 — 129,300 
Provenance: 

Collection of Léon Adolfo Laffitte Maurin (1809-1876), Madrid; 

by descent to his son Xavier Laffitte y Charlesteguy (1858-1930), Madrid; 
by descent to Cirilo Törnos Laffitte (1886-1963), Madrid; 

where acquired by Joaquin Paya, Madrid, 1930s; 

Private collection, Madrid 


Exhibited: 

Madrid, Museo Nacional del Prado, Rizi, Herrera y la pintura madrileña 
de su tiempo, January — March 1986, cat. no. 14 (as Juan Carreño de 
Miranda) 


Literature: 

F. J. Sánchez Cantón (ed), Pinturas y esculturas de colecciones malagueñas, 
Madrid 1944, cat. no. 51 (as Juan Carreño de Miranda); 

M. S. Soria and G. Kubler (eds.), Art and Architecture in Spain and Portugal 
and their American Dominions 1500-1800, Great Britain 1954, p. 285 (as 
uan Carreño de Miranda); 

R. A. Marzolf (ed.), The Life and Work of Juan Carreño de Miranda 1614— 
1685, Ann Arbor 1961, p. 127; 

L. Castañón (ed.), Pintores asturianos | (Carreño), Oviedo 1970, p. 84 (as 
uan Carreño de Miranda); 

. Urrea Fernández, Una pintura de Carreño y otra de Van de Pere en Val- 
Idolid, in: Boletín del Seminario de estudios de arte y arquelogía, Vallado- 
id 1977, pp. 488-490 (as Juan Carreño de Miranda); 

A. E. Pérez Sánchez (ed), Juan Carreño de Miranda 1614-1685, 
Madrid-Avilés 1985, p. 50 (as Juan Carreño de Miranda) 
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The present signed and dated work belongs to the early maturity of 
uan Carreño de Miranda. It represents a subject typical of the Spanish 
artist: Saint Anthony of Padua and the Christ Child, the latter, support- 
ed by cherubs and reaching out to touch the saint's face. Such iconogra- 
phy was popular amongst Spanish patrons and was intended for private 
devotion. Carrefio executed a similar painting, with some variants for 
he Capuchin convent in Madrid (see op. cit. Urrea Fernández, 1977, 

pp. 488-490). The model serving as the Christ Child was to reoccur in 
other works by the artist, with the large proportions of the figure used 
to emphasize the sacred importance of the Child as the tangible mani- 
festation of divinity. 


The present painting can be compared stylistically to other works 
executed by the artist in the same period, including the Penitent Mag- 
dalen and Saint Sebastian in the Real Accademia de Bellas Artes de San 
Fernando in Madrid (inv. no. 0638) and in the Museo del Prado (inv. 
no. P000649), Madrid. These works, like the present painting, are dis- 
tinguished for their richly loaded, swift brush work. These qualities are 
especially evident in the robes and hair of the figures, and in the white 
drape with which the saint supports the Child, and the blue mantle that 
contrasts with Saint Anthony's simple brown cassock and the ochre 
background. This palette is seemingly indebted to the Spanish works of 
Anthony Van Dyck (1599-1641) and perhaps even more influenced by 
the vibrant brushwork of Titian, revealing Carreño's profound knowl- 
edge of Venetian colour. 


uan Carrefio de Miranda is an exponent of late seventeenth century 
Spanish painting; he was appointed as the King’s painter from 1669 to 
1671 and he is above all known for his portraits of the court of Charles 
|. The majority of his paintings were devotional subjects and such works 
were commissioned by the church and convents, as well as private 
patrons from Madrid, contributing to his fame as a painter. In addition 

o continuing the tradition of portraiture established at the Spanish 
court by Velazquez, he worked in collaboration with Francesco Rizi 
(1608/14-1685) producing large altarpieces, working in the Real Alcázar 
in Madrid, as well as executing works still conserved in the cathedral of 
Toledo. 
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Workshop of Luigi Garzi 

(Rome 1638-1721) 

The Triumph of Galatea, 

oil on canvas, 157.5 x 201 cm, framed 
€ 8,000 — 12,000 US$ 8,600 — 12,900 
Provenance: 

Private European collection 


The composition shows Galatea on a shell, carried in triumph by sea 
creatures including dolphins, tritons and nereids with putti. Polyphemus 
is seated on a rock, trying to gain the attention of the beautiful nymph 
with the sound of his flute. The present composition shows similarities 
to Luigi Garzi's Galetea and Polyphemus, conserved in the Staatsgalerie 
Stuttgart (inv. no. 464, see A. Agresti, II ritrovato paesaggio con Agar e 
Ismaele della collezione Orsini. Aggiunte al catalogo di Pietro Bianchi, rettifi- 
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che attributive in favore di Giuseppe Bottani, Antonio Cavallucci, Luigi Garzi, 
in: Studio di Storia dellarte, 25, 2014, pp. 244-246), especially evident in 
the twisted figure of Polyphemus. 


Garzi was one of the main exponents of Classicism in late seventeenth- 
century Roman painting. He trained in the workshop of Salomon 
Beckereel, known as Salomon Boccali (see Pascoli, Vite de’ pittori, scultori 
ed architetti moderni, Rome 1736, p. 236), and later moved to the work- 
shop of Andrea Sacchi, where he devoted himself to the study of works 
by Raphael, Domenichino and Nicolas Poussin, moving towards a clas- 
sicist style of painting. Garzi was appointed prince of the Accademia di 
San Luca in 1682, and during his career he received many commissions 
for Roman churches and palaces, including the frescoes on the vault of 
the church of the Santissime Stimmate di San Francesco, the canvas with 
he Allegoria della Fede for San Carlo al Corso, and the decoration of 
the Cybo chapel in Santa Maria del Popolo, evidence of the artist's suc 
cess in Rome. 
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Roman School, 17th Century 
Diogenes, 

oil on canvas, 90 x 67 cm, framed 
€ 20,000 — 30,000 US$ 21,600 — 32,300 
Provenance: 

Private European collection 


The present painting represents the Greek philosopher Diogenes of 
Sinope, half-length, wearing a porphyry-coloured toga, emerging from 
he dark background as if lit only by the lantern he holds in his left hand. 
With his extended right index finger, he seems to address an interlocu- 
or to whom he turns, almost as to command attention. 


t is with this gesture that Diogenes seemingly warns the viewer not 
o succumb to the vices of a materialist life. Indeed, the philosopher is 
nown as a founder of the School of Cynics and for his life commit- 
ed to poverty and philosophic asceticism. The lantern indicates his 
intent in “searching for man' day and night in the attempt to free him 
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from ephemeral goods that would lead him away from the search for 
and exercise of virtue (Diogenes Laertius, Life of the philosophers, VI, 
41). The figure of Diogenes is painted with a high interest in realism, 
enhanced by the use of the lantern as the sole source of light, creating a 
bold play of chiaroscuro that draws into relief every detail of the philoso- 
pher’s body, from the wrinkles on his face and the curls of his beard to 
the folds, of his flesh at the neck and on his hands. 


This work can be attributed to an artist close to the so-called ‘ten- 
ebrists’ of late seventeenth century Rome, towards the end of the 
17th century such as Giacinto Brandi (1623-1691), Giovanni Battista 
Beinaschi (1636-1688), Daniel Seiter (1649-705), Bernhard Keilhau, 
called Monsu Bernardo (1624-1687), Girolamo Troppa (1636-1711) 
and Agostino Scilla (1629-1700). These painters wanted to create 
compositions of realism, influenced by the achievements the previous 
generation, notably: Pierfrancesco Mola (1612-1666), Salvator Rosa 
(1615-1673) and Mattia Preti (1613-1699). These artists developed a 
style of painting, opposed to the prevailing classicism promoted by the 
theories of Giovanni Pietro Bellori (see F Petrucci, | tenebristi del tardo 
Seicento romano: aggiunte a Scilla, Albertoni e Troppa, in: Arte documento, 
28, 2012, pp. 154-159). 
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(O Nancy, Musée des Beaux-Arts / Cliché Gilbert Mangin 


Fig. 1: Franceschini Baldassare called ۱۱ Volterrano, 
The Archangel, Musée des Beaux Arts , Nancy, inv. no. 22 
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Baldassare Franceschini, called il Volterrano 
(Volterra 1611-1689 Florence) 

The Archangel Michael, 

oil on canvas, 121.2 x 98 cm, framed 

€ 20,000 — 30,000 US$ 21,600 — 32,300 
Provenance: 

possibly commissioned by Luca Franceschi in 1658; 

possibly collection of Franceschi Antinori, Florence, in 1729; 

Sir Claude Phillips (1846-1924), London; 

Private European collection 


Literature: 
G. Tartini, S. Franchi (eds.), Nota de’ quadri e opere di scultura esposti per 
la festa di S. Luca dagli accademici del disegno. Nella loro cappella, e nel 
chiostro de’ PP. della SS. Nonziata di Firenze [Anno 1729, Florence 1729, p. 
45 (as Volterrano); 

possibly E. Borroni Salvadori, Le esposizioni d'arte a Firenze dal 1674 al 
1767, Florence 1974, p. 133 (as Volterrano) 


We are grateful to Sandro Bellesi for suggesting the attribution and for 
his help in cataloguing this lot. 


The present Saint Michael the Archangel is identified by his armour and 
his attributes of the sword and the shield, emblematic of his role as 

a Christian warrior saint, traditionally represented fighting a dragon, 

he symbol of evil (Apocalypse 12: 7-9). The Archangel, who with his 
absorbed expression gazes outward beyond the observer, is depicted in 
shining armour, partially covered by a large deep red mantle; he holds 
his sword aloft in his right hand. 


t is possible that the present painting can be identified as the one paint- 
ed by Franceschini in circa 1658 for Luca Franceschi of Florence and 
exhibited in the cloisters of Santa Maria Annunziata, Florence in 1729, 
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when it was in the Franceschi Antinori collection, (see E. Borroni Salva- 
dori in literature and M. C. Fabbri, A. Grassi, R. Spinelli [eds.], Volterrano. 
Baldassarre Franceschini [1611-1690], Florence 2013, p. 354 cat. no. OP 35). 


The present painting relates to a similar composition of Saint Michael 
the Archangel executed by Franceschini between circa 1652 and 1653 
for the della Gherardesca family and today conserved in the Musée des 
Beaux Arts, Nancy (inv. no. 22, see fig. 1 and M. C. Fabbri, A. Grassi, R. 
Spinelli [eds.], ibid., pp. 175-176, cat. no. 42). In the present painting, as 
in the Nancy canvas, the same masterful rendering of the features can 
be observed, together with highlights playing across the saint’s metal 
armour and on the folds of the magnificent deep red mantle he wears. 
Both the sword and the shield held by Saint Michael appear to be sim- 
ilar, although these attributes have been painted in differing positions in 
he two compositions. The present painting can also be compared to 
other paintings executed by Franceschini around 1657 to 1658, among 
hese the Perseus with the head of Medusa and the Venus and Cupid (for 
which see M. C. Fabbri, A. Grassi, R. Spinelli [eds.], ibid., pp. 222-225). 


Baldassare Franceschini, called il Volterrano, was the son of the sculptor, 
Giuseppe Franceschini. He was introduced to painting by his father and 
ater apprenticed in Volterra to the Florentine Cosimo Daddi (active 
during the second half of the sixteenth century, Florence — 1630, 
Volterra). During this period he attracted the attention of his first pro- 
ectors, the Guarnacci and above all the Inghirami, families. Thanks to 
whom (particularly to Giulio Inghirami, who was secretary to the Grand 
Duchess Cristina of Lorrain) he was able to move to Florence and enter 
he studio of Matteo Rosselli (1578-1650). 


Through Rosselli he knew Giovanni Mannozzi, called Giovanni da San 
Giovanni (1592-1636) with whom he collaborated on several works 
which received acclaim, especially from various members of the Medici, 
and in particular from Don Lorenzo, the youngest son of Grand Duke 
Ferdinand |. Indeed, the Medici prince entrusted Franceschini with his 
first important official commission: the fresco cycle celebrating the prin- 
cipal acts of the Grand Dukes of Tuscany in the Villa della Petraia, which 
was started in 1636 and completed in 1648. 
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Charles Mellin 
(Nancy 1597-1649 Rome) 
Saint Cecilia, 


oil on canvas, 75 x 57.5 cm, framed 
€ 12,000- 15,000 US$ 12,900 — 16,200 


Provenance: 
European art market; 
where acquired by the present owner 


We are grateful to Francesco Solinas for suggesting the attribution on 
he basis of a photograph and for his help in cataloguing this lot. 


n this painting by Charles Mellin, Saint Cecilia is shown in glory, 
immersed in golden clouds. At her left is a modern viola da gamba that 
has been placed against a canterano organ seen on the right, while a 
clearly legible page of sheet music has fluttered to the ground by her 
feet. Reminiscent of Roman sculptural reliefs and the pictorial inventions 
of Poussin (1694-1665), a putto flies in to crown the young Cecilia with 
flowers and the martyr's palm: a fresh recollection of the classicising 
genii populating the early Bacchanals of the Mellin's French colleague. 


Solinas has dated this work to between 1630 and 1633 and it was 
intended for the domestic devotion of an affluent private collector, as 
can be deduced from the copious quantity of aquamarine blue applied 
to the canvas to describe the magnificent, distinctive blue of Saint Cecil- 
ias robes. This small devotional canvas was probably painted by Mellin 
at a time shortly before his Apollo which is today in the Motais de Nar- 
bonne collection, Paris. 
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In the present composition Mellin has used a classical pose of a figure 
at prayer, adapted here to show Cecilia with open arms, turned to the 
heavens. The same pose is found in an autograph drawing of a slightly 
later date in the Musée-des-Beaux-Arts, Rennes (inv. no. 794.1.3090). 
This represents the Apparition of the terrestrial globe to Saint Benedict 
which was painted by Mellin as part of the fresco cycle dedicated to 
the life of the saint in the Basilica of Monte Cassino (1635-1637), later 
destroyed during the Second World War (see P. Malgouyres, Mellin ۵ 
Monteccassino in: Diaologhi di Storia dell’Arte, 4-5, 1997, pp. 196-205). 
The figure and atmosphere of the present painting also show the influ- 
ence of Giovanni Lanfranco (1582-1647) and, as previously mentioned, 
Nicolas Poussin. These influences are also visible in other works by Mel- 
lin, such as the Assumption of the Virgin painted in the early 1630s now 
in the Museo de Arte Ponce, Porto Rico; while another comparison can 
be made with the Saint Stephen in prayer in the Royal Palace, Madrid (inv. 
no. 10141865, see Gonzalo Redin Michaus (ed.), Da Caravaggio a Bernini. 
Capolavori del Seicento italiano nelle collezioni Reali di Spagna, exhibition 
catalogue, Milan 2017, pp. 174-177, cat. no. 18). 


Charles Mellin underwent his early training in Nancy around 1610-1615 
in the ambit of Jacques Bellange (1575-1637), one of the most refined 
artists active at the court of Duke Charles Ill of Lorrain during the last 
quarter of the sixteenth century. Like other painters recommended by 
he court at Nancy to Christina of Lorrain (1565-1637), the Grand 
Duchess of Tuscany, Mellin reached Florence in 1620, before travelling 

o Rome and Naples where he was active between circa 1622 and 
1649. ‘Carlo Lorenese’, as he was called in Italy, reached the apogee of 
his career in Rome during the pontificate of Urban VIII Barberini. 
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Lionello Spada 

(Bologna 1576-1622 Parma) 

The Madonna teaching the Christ Child to read, 
oil on canvas, 116.5 x 104 cm, framed 

€ 8,000 — 12,000 US$ 8,600 — 12,900 
Provenance: 

Private European Collection 


We are grateful to Emilio Negro and Nicosetta Roio for endorsing the 
attribution on the basis of a photograph and for their help in catalogu- 
ing this lot. 


This work relates to a composition that Spada used in two other 
instances for the Holy Family with the Madonna teaching the Christ Child 
to read, one in the Koelliker Collection (see N. Roio, Bartolomeo Schedoni 
e Leonello Spada: alcune opere sconosciute di due ‘caravaggisti’ padani, in: 
Valori Tattili, 1, 2013, pp. 56-57, 64, note 20, p. 60, fig.16G; G. Papi 
[ed.], La ‘Schola’ del Caravaggio. Dipinti della Collezione Koelliker, Milan 
2006, p. 190, cat. no. 54); and the other in a private collection, formerly 
with Dorotheum (sale 30 April 2019, lot 398). There is also a derivation 
of the present composition in a reduced size in the Museo Civico di 
Modena (inv. no. 216). 


The presence of various autograph versions of this subject, in the pres- 
ent instance omitting Saint Joseph, reveals the success of this composi- 
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tion, depicting the theme of the Virgin teaching the young Christ Child, 
no longer an infant, to read. 


The present painting represents the sacred scene in an unadorned 
domestic atmosphere, thereby ensuring that the narrative centre is cre- 
ated by the Madonna and Child who tenderly looks up at his mother 
as she reads, resting her book on a ledge on which the infant is seated. 
This painting, together with the two other versions, belongs to the art- 
ists maturity, when he was in Parma. In the works that belong to this 
phase of Lionello Spada's production certain characteristics prevail: the 
ample form of the figures, a warm palette and a particularly personal 
way of rendering drapery folds, with strong contrasts of light and shade, 
set against a neutral background. Works of the same period with which 
the present painting can be compared include the Salome with the head 
of Saint John the Baptist in a private collection and the Deposition former- 
y in the Palazzo Chigi, Rome (see Roio, op. cit, figs. 15, 17). 


Lionello Spada came from modest origins, however owing to his skill 

he was able to attain the status of an independent painter, working 
under the protection of patrons of the highest rank, including Cardinals 
Maffeo Barberini and Alessandro d'Este. During his final years he lived 

in Parma working in the service of Duke Ranuccio Farnese. His mature 
works, especially those of the middle-years, are suggested by the dis- 
tinctive influence of Caravaggio and his followers, Giovanni Baglione and 
Bartolomeo Manfredi, together with the stylistic traits he acquired in his 
youth, influenced by the artistic developments of Bologna, especially in 
he studio of the Carracci. 
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Plautilla Bricci 

(Rome 1616-1705) 

Angelica and Medoro; and 

Rinaldo and Armida, 

oil on copper, each 18 x 25 cm, framed, a pair (2) 
€ 40,000 — 60,000 US$ 43,100 — 64,700 
Provenance: 

Private European collection 


Literature: 


Y. Primarosa (ed.), Una rivoluzionaria silenziosa. Plautilla: pittrice e architet- 
trice, exhibition catalogue, Rome 2021, pp. 64-67, nos. 14-15 
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We are grateful to Yuri Primarosa for confirming the attribution and for 
his help in cataloguing this lot. 


The two scenes are taken respectively from the epic poems by Ludovi- 
co Ariosto and Torquato Tasso. Angelica is shown encouraging the 
Saracen soldier Medoro, as he etches his name and that of his lover 

on the trunk of a tree (XIX: 12-42), while the Christian hero Rinaldo 
contemplates the image of beautiful Armida reflected in a mirror before 
being recalled to his duties on a crusade (XVI: 18-23). 


The features of the four protagonists and of the putti above the lovers, 
as described by Ariosto, are comparable to those painted by Plautilla 


Bricci on the 
comparable, is 
da Cortona, d 


wo sides of the standard of Poggio Mirteto in 1675. Also 


the particular pale colour-palette, reminiscent of P 
eployed for the drapery, which is in turn closely co 


rable to the colouring of the signed, so-called Lateran ۵ 


in storage in tl 
۱۷/۱1, fig. 24). 


These painter 
attribution to 


he Vatican Museums (see Y. Primarosa, op. cit., 202 


y characteristics, according to Primarosa, support t 


ietro 
mpa- 
today 
, cat. 


ne 


Plautilla for the present two works, which have been pre- 


viously attributed to Filippo Lauri (1623-1694). Primarosa dates 
works to circa 1665, when Plautilla Bricci, fifty years old, had attained 
success as a painter. At the time, she received two important commis- 


both 


sions for the Lateran complex: the above-mentioned lunette, now in the 
Vatican, and the lost canvases of Saint Francis and Saint Dominic for the 
grisaille cycle of the Oratorio del Santissimo Sacramento. 


Plautilla Bricci was celebrated both as a pai 


nter and as an architect (see 


F Baldinucci, Delle notizie de’ Professori del disegno da Cimbaue in qua, 
Firenze 1768, vol. XIX, p. 165). As was typical of female painters of the 


age, Plautilla received her earliest training u 
Bricci, a friend of Giuseppe Cesari, il Cavali 
godfather of his first daughter Virginia. In 1 
as a registered painter at the Accademia di 
cited in 1671, signalling her regular ۵ 
from 1607, was the first institution of its ki 


nder her father, Giovanni 

er d'Arpino, who was the 
655, Plautilla is documented 
San Luca where she is again 
nce at the Academy which, 
nd to admit women. 
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Dutch School, 17th Century 
An Allegory of the Twelve Year Truce, 
oil on panel, 48 x 117 cm, framed 


€ 15,000 — 20,000 US$ 16,200 — 21,600 
The present panel is an unfinished version by an unknown hand of 
Adriaen Pietersz. van de Venne's (1589-1662) prototype entitled The 


Allegory of the Twelve Years Truce, conserved in the Musée du Louvre, 
Paris (inv. no. 1924). 
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Rather than depicting the compromises and confessional differences that 
characterise the Twelve Years Truce which was concluded between the 
nascent Dutch Republic and the Habsburg Empire, the original and the 
present work appears to be a guarded celebration, if only of the act of 
ruce itself, rather than in setting up a treaty with the autocratic Southern 
Netherlands. Indeed, on the left of the composition, the regents of 

he Southern Netherlands, Isabella and Archduke Albert VII seem, 

even to today’s eyes, slightly villainous, while beside them stand their 
grim-faced general, Spinola, and their personal agent of papal tyranny, 
heir confessor Father Neyen. In contrast to this Counter-Reformation 


cabal, the freedom-fighting heroes of the Dutch, Princes Maurits and 
Frederick-Hendrick, stand erect and proud, their regal, but restrained, 
costumes a rare splash of colour beyond the serried ranks of black-dou- 
bletted Calvinists behind. 


Van de Venne played an important role in the art scene of the North- 
ern Low Countries in the early seventeenth Century. Van de Venne 
was particularly noteworthy for further developing the rich tradition of 
the humanistic interest in folk customs which dates back to Erasmus of 
Rotterdam in his 1511 work, Lof der Zotheid, illustrated by Hans Hol- 


bein, and most notably as depicted in the works of Pieter Brueghel the 
Elder and his followers. The present work, with its witty reflection on 
contemporary political realities, is also redolent of Van de Venne's 1614 
masterpiece Fishing for Souls, conserved in the Rijksmuseum, Amsterdam. 


The black-clad figure second from the right in the original and present 
picture is, according to Laurens Bol, a self-portrait of the artist (see L. 
Bol, Adriaen Pietersz Van De Venne. Painter And Draughtsman, The Hague 
1989, pp. 38-39 and 41-43). 


OLD MASTERS 207 


90 the handle of his sword. The soldier's red hat is decorated lavishly with 


Attributed to Jan Miense Molenaer three different-coloured feathers and a shimmering pin. Holding a glass 
(Haarlem circa 1610-1668) of beer and smoking imported tobacco out of a Gouda clay pipe, the 
A cavalier drinking and smoking, soldier leans comfortably on a table with a green tablecloth on which a 
oil on panel, 55.5 x 46.5 cm, framed Cologne beer jug, known as a Bartmann, a terra cotta bowl with coals, 
and a clay pipe are visible. The soldier could very well be a mercenary, 
€ 7,000 — 10,000 US$ 7,500 — 10,800 who served during the Eighty Years War on the side of the Northern 
Provinces led by William of Orange, during the early days of the war. 
Provenance: 
Private collection, Belgium an Miense Molenaer was principally active in Haarlem where he mar- 
ried in 1636 to one of todays most renowned female Dutch painters, 
Literature: udith Leyster, a pupil of Frans Hals. The couple had children and settled 
probably D. Weller, Jan Miense Molenaer (c. 1609/1610-1668). The life in Amsterdam for twelve years before moving back to the area of Haar- 
and art of a seventeenth-century Dutch painter, ms. diss., College Park em. Molenaer was celebrated for his genre subjects of rural interiors in 
1992, p. 106, illustrated (as Jan Miense Molenaer) muted tones with small figures. 
The present composition shows a nonchalant, colourfully-dressed The present painting relates to an autograph work by the artist current- 
soldier or mercenary, recognisable by the gorget around his neck and y conserved in the Stádel Museum, Frankfurt (inv. no. 442). 
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Attributed to Emanuel de Witte 
(Alkmaar 1617-1692 Amsterdam) 

An interior of a Protestant Gothic church, 
oil on panel, 56 x 43 cm, framed 


€ 15,000 — 25,000 US$ 16,200 — 26,900 


Provenance: 
Private collection, Germany, since the 19th Century 


The present painting depicts the interior of a Gothic church in the Low 
Countries after the Reformation. Motifs within this church interior relate 
to the Great Church (Grote Kerk) Saint Lawrence church in Alkmaar and 
to the Old Church (Oude Kerk) in Amsterdam but have clearly been 
mixed with elements of other churches as well, creating a free interpre- 
tation by the artist. A playful array of geometrical shapes in soft tones 
of light and darker shades dominate the composition and gently slide 
over the carefully arranged figures, who have not been assigned with 
any particular role. At the end of the transept, which forms the line of 
sight of the composition, two figures are visible standing outside the side 
entrance, gently illuminated by glowing sunbeams. The vanishing point 
of the composition is just to their right. In the lower foreground of 

the scene a wooden wheelbarrow is left to one side by an open grave 
where human remains are visible as a reminder of human mortality. 


The present scene peacefully illustrates how in the Protestant North 

of the Low Countries, icons were believed to be a distraction from the 
rue messages of God and were forbidden, most of them having been 
destroyed during the Beeldenstorm of the sixteenth century. Since then, 
he churches had been simplified and decorations and Biblical frescoes 
were overpainted with white plasterwork and paint. The word of God 
became of central importance and therefore the Bible was translated 
into the northern languages and read during service. The main altar was 
no longer utilised and instead the pulpit was introduced, from which the 
pastor addressed the faithful in their own language from the centre of 
he church, around which the pews were placed in circles. 


The Alkmaar-born Emanuel de Witte started as a figure painter but 
excelled later in his career in the newly developed subgenre of church 
interiors. In his early days the artist worked in different cities before set- 
tling in Amsterdam from 1652 until his death. It has been suggested that 
royalists in Delft encouraged de Witte to focus as an artist on the grave 
of the murdered William of Orange located in Delfts New Church 
(Nieuwe Kerk) through which his interest for the painting of church inte- 
riors was born. After initially following the architecture strictly, the artist 
allowed himself freedom of combining elements from different churches 
in later works, of which the present painting is a fine example. 
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Joseph Heintz Il 

(Augsburg circa 1600-1678 Venice) 

The Rialto Bridge with a Doge's procession on the Grand Canal, Venice, 
oil on canvas, 106.5 x 142.5 cm, framed 
€ 80,000 — 120,000 US$ 86,200 — 129,300 
Provenance: 

art market, Italy; 

where acquired by the present owner 


We are grateful to Bozena Anna Kowalczyk for endorsing the attribu- 
tion of the present painting and for her help in cataloguing the present 
lot. 


We are also grateful to Dario Succi for independently endorsing the 
attribution. 


The German painter Joseph Heintz the Younger was the first Venetian 
view painter, vedutista, who was to influence a whole genre of painting. 
The elegance and variety of the figures that crowd his grandiose Vene- 
tian scenes, depicted during a celebration, was to directly influence Luca 
Carlevarijs amongst others. 


The artist received his initial training from his father, Joseph Heintz 
the Elder (1564-1609) a refined painter of figures and an exponent 


The present painting represents one his most celebrated subjects show- 
ing the procession of a Doge's retinue, which, having departed Saint 
Mark’s is about to go under the Ponte di Rialto. The bridge was built 
between 1588 and 1592 to the designs of the Venetian, Antonio da 


Ponte, thereby connecting the 
del Vin to 


he left and the Riva del Ca 


two sides of the Canale Grande: the Riva 
rbon on the right. The Doge's 


vessel leads the way, recognisable by the ducal umbrella at the prow 


and the relief of the Lion of Sain 
the ceremonial boats and gondo 
three windows of the upper sto 


t Mark at 


las of ambassadors. Beyond 
he Renaissance Palazzo dei 


ry of 


the stern. It is followed by 
the bridge, 


Camerlenghi can be seen on the left, and one of the towers of the Fon- 
e right. The figures, with their carefully 


daco dei Tedeschi emerges to th 
described costumes, 
Jacques Callot. The 
which includes an ample use o 
operandi and allow this wor 


to be added to his catalogue of works. 


This subject is represented 


going about their daily business, are reminiscent of 
birds-eye view perspective, and the brigh 
crimson, are typical of the ar 
, which is amongst his most iconic pain 


palette, 
ists modus 
ings, 


in a second canvas now in the Galleria 


Estense, Modena, which has a slightly differing point of perspective, 
consequent changes in architectural detail and a different arrangement 


of Internationa 


Manneris 


m in Augsburg and Prague where the elder 


artist was court portraitist to Rudolph Il. In 1625, Joseph Heintz the 

Younger is documented both in Rome and Venice in the service of the 
Venetian statesman Francesco Corner, for whom he painted a series of 
large canvases representing ceremonies and celebrations 


monumental topography 


Correr, Venice. H 


of his life, creating an individualised vision of the city and 
celebrations. He was also a painter of witches’ sabbaths, 


and history painti 
Andrew's Mule in 


he Basi 


guished by its gra 
Navona. 


212 OLD MASTERS 


ica of Santi Giovanni e Paolo o 


set against the 


of Venice. These are conserved in the Museo 
eintz settled in Venice where he remained for the rest 


its festivals and 
battle scenes 
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ndiose architectural fantasy setting, inspired by Piazza 
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(O Bologna, Fondazione Federico Zeri inv. no. 51843 


Fig. 1: Michael Sweerts, Old man drinking, 
Accademia Nazionale di San Luca, Rome, inv. no. 172 
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Michael Sweerts 

(Brussels 1618-1664 Goa) 

Man offering a child food, 

oil on canvas, 66.5 x 50.5 cm, framed 
€ 250,000 — 350,000 US$ 269,400 — 377,200 
Provenance: 

Private European collection 


We are grateful to Peter C. Sutton for endorsing the attribution of the 
present painting on the basis of a photograph. 


We are also grateful to Laura Laureati for independently endorsing the 
attribution on the basis of a photograph. 


The present composition shows a scene of everyday life. In the distance 
an arch by which two figures pause can be made out; beyond the arch, 
on the left, figures can be seen seated on the steps of a building, intent 
on eating a meal given them in charity by friars; in the foreground a man 
surrounded by companions holds a bowl from which a child eats, on 

he left a man with a red cap lowers his head. 


The themes of poverty and charity were familiar to the Flemish painter 
Michael Sweerts who depicted the poor with pity, to which he added 
a sense of participation in their suffering, as demonstrated by the diary 
note of a missionary who met the painter in Amsterdam in 1661: 
[Sweerts] digiunava quasi ogni giorno e divideva i suoi beni tra i poveri’ 
[(Sweerts) fasted every day and he shared his goods among the poor’] 
(see G. Briganti, L. Trezzani, L. Laureati [eds.], | Bamboccianti, Rome 
1983, p. 313). 
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This painting belongs to the artist's Italian period and was painted during 
his sojourn in the second half of the 1640s. Indeed, there are notable 
stylistic, compositional and thematic analogies with other works made 
by Sweerts in Rome. Among these are the Old man drinking in the Acca- 
demia di San Luca, Rome Gee fig. 1, inv. no. IP 391) in which the artist 
appears to use the same model for the bearded man in the foreground 
of the present painting, altering only his pose and replacing the flask 

of wine he holds with the terracotta bowl seen here. The same figure 
and pictorial accoutrements also appear in the Buona Ventura or Good 
Fortune, also from the artist’s Roman period, conserved in the Musée 
des Beaux-Arts, Nimes (see R. Kultzen, op. cit. Ghent 1996, p. 92, cat. 
no. 17). In that painting only two figures are represented, while in the 
present composition attention is paid to the setting which also plays an 
important role in the scene. 


Michael Sweerts was born in Brussels in 1618 where he is registered 
as having been baptised in the church of Saint Nicholas. Little is known 
regarding his training as a painter. The first document for his biography 
dates to 1646 when he was registered in the parish of Santa Maria del 
Popolo, Rome, aged 28. This document also tells us that he shared his 
odgings with another painter. He became a member of the Accademia 
di San Luca in Rome and counted Prince Camillo Pamphilj, the neph- 
ew of Pope Innocent X amongst his patrons. He returned to the Low 
Countries in 1652 establishing himself in Brussels in 1656, where he 
founded a drawing school. In 1660 he spent a brief period in Amster- 
dam. He subsequently departed for China as a Catholic missionary in 
1662. He only reached Goa where he remained with the Jesuits, dying 
there in 1664. 


Sweerts was a versatile artist and his paintings reveal the influences of 
both the Northern and Southern European schools of painting. His 
compositions were frequently inspired by street scenes and daily life, 
such as is apparent in the present painting. He was also inspired by clas- 
sical antiquity as all'antica architectural settings can be noted in some of 
his works, while in others he depicts plaster or marble statues. 
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Willem van Herp 

(Antwerp 1613/14-1677) 

Peasants drinking and making music, 
oil on panel, 62.5 x 49.5 cm, framed 
€ 7,000 — 10,000 US$ 7,500 — 10,800 
Provenance: 

Collection of Mrs. Marshall Field (1840-1896), Washington, D.C.; 
Collection of Mrs. A. J. Beveridge (1881-1970), Indianapolis; 

by whom gifted to the John Herron Art Institute, Indianapolis, Indiana, 
now the Indianapolis Museum of Art at Newfields, USA, 1938; 

their sale, Christie's, New York, 19 June 2020, lot 125 (as attributed to 
Willem van Herp |); 

where acquired by the present owner 


Exhibited: 

Indianapolis, John Herron Art Museum, Dutch Paintings of the Seven- 
teenth Century. Etchings. Drawings. Delftware, 27 February — 11 April 
1937, cat. no. 48 (as Justus van Nypoort) 


Literature: 

Dutch Paintings of the Seventeenth Century. Etchings. Drawings. Delftware, 
exhibition catalogue, Indianapolis 1937, mentioned under no. 48; 

The Art News, vol. XXXXVII, 12 November 1938, p. 18, illustrated (as 
Justus van den Nypoort); 

W.D. Peat, Two Early Dutch Paintings, in: The Bulletin of the Art Associa- 
tion of Indianapolis, Indiana, John Herron Art Institute, XXV, 1938, pp. 
34-38, illustrated p. 37, (as Justus van den Nypoort); 

W.D. Peat, M.L. Marley, J.R. Brown, L. Karn, A Catalogue of European 
Paintings. Indianapolis Museum of Art, collection catalogue, Indianapolis 
1970, pp. 95-96, inv. no. 38.9, illustrated (as Willem van Herp ?) 
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We are grateful to Jahel Sanzsalazar, who published extensively on 

the artist, for confirming the attribution after examining the present 
painting in the original. She regards the present composition the most 
accomplished among a number of versions of which one is currently 

in the Museum and Art Gallery, Birmingham (inv. no. 1970P263), and 
another is conserved in the National Gallery, Slovenia (inv. no. O 1006). 
Sanzsalazar also points out the painting with the same subject by Adri- 
aen Brouwer, dated circa 1633-35, conserved in the Alte Pinakothek, 
Munich (inv. no. 629), which most likely acted as an inspiration. 


The present painting shows a violin player in a tavern-like surrounding 
who, having paused playing, gazes directly at the viewer while being 
approached by a toasting visitor from behind. The table in front of the 
musician shows a typical display for the time with a Gouda clay pipe 
and some tobacco, one of the trading products imported by the Dutch 
East India Company and the Dutch West India Company. To smoke, 

a small piece of coal would carefully been taken out of the terracotta 
bowl next to the musician on the floor and held closely to the pipe. 
On the table we encounter furthermore a tin beer jug and a full glass 
of the same beverage. To give the scene some depth a maid in a blue 
dress and white apron is seen in the background on the left side of the 
composition. 


The Antwerp-born Willem van Herp was a productive artist considering 
he number of paintings that are known, many of which were repeated 
by the artist himself and most likely created for the art market. Van 
Herp's name is associated with that of the Antwerp painter and dealer 
Matthijs Musson, who had a big international circle and whose name is 
found in many publications on the art trade in the seventeenth century. 
The written correspondence of Musson states that many of Van Herp's 
paintings were intended for the Spanish market, where many of his 
works are still found today. Most of his paintings have religious subjects 
and are often inspired by the works of Peter Paul Rubens and Anthony 
van Dyck. Paintings depicting scenes of everyday life are less known by 
the artist and seem mostly inspired by the works of David Teniers ۰ 
The artist trained at least one of his sons in the profession, to continue 
the family business. 
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Circle of the Master of the Annunciation to the Shepherds 
(Naples active 1625-1650) 

The Annunciation to the Shepherds, 

oil on canvas, 145 x 265 cm, framed 


€ 15,000 — 20,000 US$ 16,200 — 21,600 
Provenance: 
Aristocratic collection, Naples; 


and thence by descent to the present owner 


The present composition contains clear references to two seperate 
artists from divergent artistic centres. The left half of the composition 
reiterates an invention by the Master of the Annunciation to the Shep- 
herds, and specifically part of his eponymous painting in the Birmingham 
Museum and Art Gallery (inv. no. 1947P7), dated circa 1630; the basis 
from which this anonymous artist’s production was first reconstructed 
(see N. Spinosa, ۱۱ Maestro dellAnnuncio ai pastori e i pittori dal ‘tremendo 
impasto’, Rome 2021, p. 68, no. A10). In the present painting these der- 
ivations include the shepherd in the foreground with his left arm raised 
o shade his face from the blinding light coming from behind the putti 
bearing scrolls, as well as the three sheep in the foreground and the 
other shepherd resting upon one of these. The right side of the compo- 
sition revisits the subject of the Departure of Abraham depicted by Jaco- 
po Bassano in a canvas in a private collection, published in an engraving 
by Jan Sadeler (1550-1600) towards the end of the sixteenth century. 
This engraving allowed Bassano's invention to enjoy a wide circulation 
and use by other contemporary and later artists (see: A. Ballarin, Jacopo 
Bassano: 1Annunzio ad Abramo della partenza per Canaan’, Giusti del Giar- 
dino, in: Artibus et historiae, 56, 2007, pp. 33-48). 
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Paul Bril 

(Antwerp 1554-1626 Rome) and 
Giuseppe Cesari, called Cavalier D'Arpino 
(Arpino circa 1568-1640 Rome) 

A landscape with a hermit writing, 

oil on canvas, 75.3 x 100 cm, framed 


€ 50,000 — 70,000 US$ 53,900 — 75,400 
Provenance: 
Private European collection 


Literature: 
F. Cappelletti (ed.), Paul Bril e la pittura di paesaggio a Roma 1580-1630, 
Rome 2005, under no. 86 (as Paul Bril) 


This present painting represents a subject known from Bril's earliest 
easel paintings: the motif of a saint in a landscape, here rendered in 

a prevalently ochre pallet. On the right in the background ruins can 

be seen, which are often employed by the artist to underscore his 
awareness of the monuments of ancient Rome. The opening in the 
undergrowth on the left is bold motif that recalls a device used by other 
artists during these years, most notably by Jan Brueghel (1568-1625) 
during his Roman period. 


The present painting is datable to the early seventeenth century and can 
be compared to other landscapes by Bril for the church of Santa Cecilia 
in Trastevere, as well as in the Palazzo Mattei di Giove, Rome, wherein 
a similar palette is deployed, revealing warmer tones than in his earlier 
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paintings. The figure of the hermit has been given to Cavalier d'Arpino 
who was very active in Rome during this period in the production of 
paintings for private collectors; an example is the canvas painted by the 
two artists in collaboration for Cardinal Federico Borromeo, now in the 
Pinacoteca Ambrosiana, Milan, representing a Landscape with the hermit 
Muzio (see F. Cappelletti (ed.), op cit, Rome 2006, p. 233, cat. no. 41), 
wherein the same style is deployed to depict the figure, although in the 
present painting on a reduced scale. 


Paul Bril was a Flemish landscape painter and engraver; he was born in 
Antwerp in 1554. He was likely the son of Matthijs Bril the Elder (active 
in sixteenth-century Antwerp) and the brother of Matthijs Bril the 
Younger (1550-1584). According to his biographer Karel van Mander 
(1548-1606) he worked in Antwerp until the age of 14, in the studio 
of the painter Damien Wortelmans (documented in the guild of Flemish 
painters from 1577 to 1589). He subsequently moved to various cities, 
o Breda and back to Antwerp, and then to Lyons where he remained a 
ong time. He reached Rome in 1574 where he joined his brother Mat- 
hijs who had managed to obtain various important commissions from 
he Vatican. The two probably collaborated on the Scala Santa and in 
he series of lunettes depicting landscapes in the Lateran Palace. It was 
not long, however, before Paul surpassed his brother, becoming much 
more esteemed. He became the friend and collaborator of important 
celebrated artists of the period in Rome, among whom Cavalier d'Arpi- 
no and members of the Carracci family. During his long Roman sojourn, 
he worked for the papal court and exerted a considerable influence on 
other artists in the city, distinguishing himself as one of the first artists 
o focus specifically on landscape painting, contributing significantly to 
making this an independent genre. 
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Philippe de Momper 

(Antwerp 1598-1634) 

Italian river landscape, possibly a view of Treviso (Veneto), 
oil on canvas, 54.5 x 95 cm, framed 


€ 12,000 — 15,000 US$ 12,900 — 16,200 


We are grateful to the late Klaus Ertz for confirming the attribution to 
Philippe de Momper. His written certificate, dated August 2023, accom- 
panies the present painting. 


n this panoramic painting, Philippe de Momper continues the tradi- 

ion of the Flemish river landscape that his father, Josse de Momper 

he Younger (1564-1635) helped forge. In what can be considered his 
formative years, Philippe made the arduous journey to Italy in the com- 
pany of his friend, Jan Brueghel the Younger (1601-1678). In Rome de 
Momper executed a number of paintings depicting scenes of the city 
and its surroundings. He is believed to have joined the Bentvueghels, an 
organisation of mainly Flemish and Dutch painters active in Rome during 
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his time there between 1622-24. Philippe certainly received his training 
in his fathers studio and probably also worked with him after his trip to 
Italy. He was recorded back in Antwerp when he joined the local Guild 
of Saint Luke as a wijnmeester, i.e. the son of a member, on November 

1624. 


His work was virtually unknown until a group of paintings, mainly 
depicting Treviso and Rome, which had formerly been attributed to his 
father were re-assigned to him. As he had worked in his father's studio, 
he was thoroughly familiar with his style, to the extent that several of 
his pictures have been misattributed to his father — an issue further 
complicated by the fact that no signed works by the artist are known. In 
regards to the present painting, Ertz noted how the brushwork is both 
oose and calm, as opposed to the more dynamic and agitated brush- 
work of Josse. According to Ertz, both the sombre and earthy colour 
palette expresses a calmness and balance, and reinforces the impression 
of a homogenous river landscape. Stylistically the composition and col- 
our scheme indicates that the present painting was probably created in 
he late 1620s in Antwerp, after Philippe's return from Italy. 
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Workshop of Anthony van Dyck 

(Antwerp 1599-1641 London) 

An Equestrian Portrait of Archduke Leopold Wilhelm of Austria (1614— 
1662), 

oil on canvas, 211.5 x 204 cm, framed 
€ 40,000 — 60,000 US$ 43,100 — 64,700 
Provenance: 

Private collection, Belgium 


Exhibited: 

Bilzen, Landcommanderij Alden Biesen, Krijg & Kunst: Leopold Willem 
(1614-1662), Habsburger, Landvoogd en Kunstverzamelaar. Tentoonstelling 
onder de hoge bescherming van Z.K.H Aartshertog Lorenz van Oostenrijk- 
Este, Prins van Belgié, 3 October-14 December 2003, cat. no. ۰ 


Literature: 

. Mertens, F. Aumann, Krijg & Kunst: Leopold Willem (1614-1662), Habs- 
burger, Landvoogd en Kunstverzamelaar, exhibition catalogue, Bilzen 2003, 
p. 286, no. 111.1.1., illustrated p. XXXII; 

L. Dosogne, Krijg en Kunst. Alden Biesen belicht Leopold Willem van Habs- 
burg als politicus, kerkleider en kunstliefhebber, in: M. Vanvaeck (ed) OKV 

— Openbaar kunstbezit Vlaanderen, Ghent 2003, vol. 4, 41ste jaargang, 

pp. 26-27, illustrated p. 27 


The present monumental equestrian portrait relates closely to a 
renowned portrait by Anthony van Dyck of Prince Francis Thomas of 
Savoy-Carignano on horseback, conserved in the Galleria Sabauda, Turin 
(inv. no. 743) and was made during the master's second Antwerp peri- 
od. At least three copies were made of this ‘icon of power’, as Susan 
Barnes describes the Turin work in her monograph on the artist (see 
SJ. Barnes, Van Dyck: A Complete Catalogue of the Paintings, New Haven/ 
London 2004, pp. 347-349), including a version in Waddesdon Manor, 
Buckinghamshire (inv. no. 3511). This highly regarded composition was 
repeated by other artists as well — a portrait by Gonzales Coques of 
Thomas, 3rd Baron of Fairfax, on the exact same horse, was formerly 
with Schaeffer Galleries, New York. 


The Archduke sits firmly in the saddle on the back of the rearing Spanish 
Andalusian stallion, whilst commanding his troops forward with his 
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baton, a commander's symbol often seen in military portraiture. A 

few notable changes can be observed when compared with the Turin 
picture, notably how the architectural fragment and classical column 
have been replaced with a verdant landscape and a cloudy blue sky. The 
archduke is furthermore portrayed with his distinguishable hairstyle and 
moustache, a golden Grand Master Cross of the Teutonic Order has 
been tied around his neck. His glistening armour, the red shimmering 
drapery, the gold-embroidered saddle, and even the long curly mane of 
the horse appear, however, almost identical to the Turin version. 


The rearing horse is executing an extremely difficult dressage exercise, 
where the horse has been instructed to rear in a very controlled man- 
ner, moving its weight and that of his rider to its hind legs and to stay 
ow to the ground whilst bringing its front legs and head close to its 
chest. This is also known as the Levade and is still performed by the 
Lipizzaner horses at the Spanish Riding School in Vienna and by the 
Andalusian horses of the Royal Andalusian School of Equestrian Art in 
erez de la Frontera. Strictly speaking the horse should keep the lower 
part of the front legs closer to his torso than is seen in the present 
painting and its equivalents. To control such a noble but powerful animal 
as a Spanish stallion and have it execute a perfect Levade symbolised 

he sitters natural authority over his troops and displays his talents as a 
ruler and commander. This particular motive is seen in many equestrian 
portraits by Peter Paul Rubens, Diego Velasquez and Anthony van Dyck 
and their schools and has its origin in the highly popular emblematic 
iterature from the sixteenth and seventeenth centuries, the earliest 
being the Emblemata by Andrea Alciato published in 1531. 


As third son of the Emperor Ferdinand Il, Leopold Wilhelm could not 
escape his military and ecclesiastical duties. He was a strategic puppet 
for the Habsburg family and held various Prince-bishoprics from an early 
age. Born into the Habsburg family, Leopold Wilhelm was not allowed 
to wed out of fear for distribution of the patrimony. After earning his 
stripes on the battlefield, Leopold Wilhelm commanded the troops of 
he Holy Roman Empire during the Thirty Years’ War and was promoted 
Grand Master in the Teutonic Order during this time. As temporary 
Governor of the Spanish Netherlands he was at the height of his powers 
resulting in many portraits, of which the present painting is a fine 
example. In 1656 the Archduke moved to Vienna and took with him his 
outstanding art collection as well as his court painter David Teniers II 
who catalogued these works. Up until this day they form the core of 
the collection of the Kunsthistorisches Museum, Vienna. 
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Workshop of Jacob Jordaens 
(Antwerp 1593-1678) 

Mercury and Argo, 

oil on canvas, 153.5 x 188.5 cm, framed 
€ 40.000 — 60.000 US$ 43,100 — 64,700 
Provenance: 

Collection of Mrs. Ch. Wauters, Antwerp, circa 1905; 

Private collection, Sweden; 

Aristocratic collection, Naples; 

and thence by descent to the present owner 


Literature: 

M. Rooses (ed.), Jacob Jordaens, his life and work, London/New York 
1908, p. 144, illustrated p. 143 (as Jacob Jordaens); 

Ministère de la Culture et de l'Environnement, Le siècle de Rubens dans 
les collections publiques françaises, Paris 1977, p. 107, no. 68 (as ‘tableaux 
avec le méme episode’); 

H. Bujs, M. van Berge-Gerbaud (eds.), Tableaux flamands et hollandaise 
du Museé des Beaux-Arts de Lyon, Zwolle 1991, p. 76, no. 25 (as ‘autre 
version’); 

D. Hulst, N. de Poorter, M. Vandenven (eds.), Jacob Jordaens (1593- 
1678). Painting and tapestries, exhibiton catalogue, Brussels 1993, pp. 
110-111, no. A.26 (as ‘work of Jordaens or his atelier’); 

M. Díaz Padrón (ed.), Jacob Jordaens and Spain, Barcelona 2019, p. 287, 
cat. no. 43 (as large replica”) 


This painting represents the mythological scene of Mercury and Argos, a 
subject Jordaens revisited in works with compositional variants between 
the 1620s and 1640s. His best-known versions of the subject are in the 
Musée des Beaux-Arts, Lyons (inv. no. H679), and the National Gallery 
of Victoria, Melbourne (inv. no. 1996.658). In these paintings both the 
figurative passages and the depiction of animals is almost identical to 
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parts of the present painting. It differs, however, for its more open com- 
position, with a distant horizon, allowing a greater breadth to the land- 
scape, as well as for the inclusion of more trees and animals; likewise, 
the vegetation in the foreground is different. 


The subject of Mercury and Argos is taken from Ovid's Metamorphoses (I: 
568-723). To hide the true identity of lo from Juno, Jupiter transformed 
the maiden into a cow, but the goddess, jealous of her rival, neverthe- 
ess wished to obtain the beast as a gift. Jupiter, in order to escape any 
accusation of betrayal acquiesced and Juno placed the metamorphosed 
maiden under the surveillance of Argo. This herdsman had a hundred 
eyes, set all over his head, thanks to which he was able to never sleep, 
since to rest he only ever had to close two eyes at a time, while the 
rest remained open. Saddened by the unhappy fate he had caused to 
he maiden, Jupiter charged his son Mercury with the task of freeing 
her. To get close to Argo, the god disguised himself as a shepherd: after 
having removed his helmet and wings, keeping only his caduceus and 
pipes, he advanced on foot towards the herdsman playing a melody. 
Argo, enchanted by the tune, invited the god to sit beside him and Mer- 
cury began to play for a long time while telling him the story of Pan and 
Syrinx, continuing until he had managed to close all the herdsman's eyes 
in sleep. At that moment the god took his sword and cut of the herds- 
man's head and freed lo. 


Jacob Jordaens was the son of a tapestry merchant; he began his 
apprenticeship with Adam Van Noot (1562-1641) in 1607, marrying 
his master’s daughter in 1616. In 1615 he was already registered in the 
Antwerp guild of painters as a watercolour painter. Alongside Rubens, 
whom he followed devotedly, and van Dyck, he was one of the leading 
Flemish painters of the seventeenth century. His compositions are nota- 
ble for being richly detailed, revealing a close study of the mood and 
character in the figures portrayed. His paintings are extremely varied 
and his production includes a range of subjects and themes, from genre 
scenes to sacred and mythological subjects, but all distinctive for his 
personal imprint of an everyday realism. 
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Fig. 1: Master of the Hartford Still Life, Still life with flowers and fruit, Wadsworth Atheneum, Hartford, inv. no. 1942.353 
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Master of the Hartford Still Life 

(active in Rome at the end of the 16th and the first decade of the 
17th Century) 

A glass vase with daffodils, wild lilies, dahlias and a butterfly, on a 
wooden ledge, 

oil on canvas, octagonal, 58 x 43 cm, framed 
€ 400,000 — 600,000 US$ 431,000 — 646,600 
Provenance: 

art market, Bologna, late 1980s; 

where acquired by the present owner 


Literature: 

A. L. Zanotti, A. lacoviello, Con l'occhio del naturalista. Per un riconosci- 
mento delle specie botaniche nei dipinti di natura morta, in: A. Bacchi, 

F. Mambelli, E. Sambo (eds.), La natura morta di Federico Zeri, Bologna 
2015, p. 290, fig. 3 (as ‘Maestro di Hartford’) 


This painting is registered in the Fototeca Zeri under no. 85815 (as 
aestro di Hartford’). 
The present painting was identified as a work of the Master of the 
Hartford Still Life by Federico Zeri. The scholar named a series of still 
life paintings which had been stylistically gathered around a painting con- 
served in the Wadsworth Athenaeum Museum of Art, Hartford (see 
fig. 1). The precise identity of the artist under this moniker is still the 
subject of scholarly debate. 
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In an exhibition in the Orangerie in Paris in 1952, the Wadsworth 
Athenaeum still life was attributed to Fede Galizia (1527-1596) (see C. 
Sterling, La Nature morte de l'antiquité ۵ nos jours, exhibition catalogue, 
Paris, 1952, p. 88, n. 66). During the 1960s and 19705 various scholars 
grouped other paintings around the Hartford canvas, all of which shared 
stylistic similarities. 


Zeri proposed associating two further still life paintings in the Galleria 
Borghese (inv. no. 301 and inv. no. 054) with the Hartford painting (see 
F. Zeri, Sull'esecuzione di ‘nature morte’ nella bottega del Cavalier d’Arpino, e 
sulla presenza ivi del giovane Caravaggio, Diari di lavoro 2, Turin 1976, pp. 
92-104). Significantly, Zeri identified these two still life paintings, today 

in the Galleria Borghese, as being the ones mentioned in the inventory 
of works confiscated from Giuseppe Cesari, il Cavalier d'Arpino by Pope 
Paul V Borghese in 1607. The pope gave these works to his nephew, 
Scipione Borghese, who created a celebrated collection, including other 
works confiscated from d'Arpinio including Caravaggio's: the Self-portrait 
in the guise of Bacchus, or the Sick Bacchus and the Youth with a basket of 
fruit, both of which are also still conserved in the Galleria Borghese (inv. 
no. 534 and inv. no. 136). 


Zeri associated the works given to the Master of Hartford with the 
early development and output of Caravaggio. As the biographer 
Giovanni Pietro Bellori recorded, Caravaggio was initially engaged in 
painting fruits and flowers during his time in the studio of il Cavalier 
d’Arpino (see G. P. Bellori, Le Vite de’ pittori, scultori, et architetti moderni, 
Rome 1672, p. 202). Zeris suggestion that the works by the Master of 
the Hartford should be associated with the young Caravaggio was not 
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Fig. 2: Michelangelo Merisi, called Caravaggio, Boy Bitten by 
a Lizard, National Gallery, London, inv. no. NG6504 
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Fig. 3: Michelangelo Merisi, called Caravaggio, The Lute Player, Hermitage, St. Petersburg, inv. no. [3-45 


ground of the Boy bitten by a Lizard in the National Gallery, London (see 
fig. 2, inv. no. NG6504) or the glass decanter in the right foreground 

of the Lute player in the Hermitage, Saint Petersburg (see fig. 3, inv. no. 
13-45). The form of the glass vessel and the depiction of the bunch of 
flowers is stylistically close to the present painting. 
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Lot 100 (detail) 
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Roman School, circa 1640 

Portrait of a man, long bust-length, Gian Lorenzo Bernini (?), 
oil on canvas, 55.5 x 44 cm, framed 
€ 40,000 — 60,000 US$ 43,100 — 64,700 
Provenance: 


with Maison d'Art, Montecarlo; 
Private collection, Belgium 


Literature: 

M. G. Aurigemma, Un ritratto berniniano, in: Arte Documento, no. 22, 
2006, pp. 188-191 (as portrait of Gian Lorenzo Bernini by Jakob Ferdi- 
nand Voet, possibly on a sketch by Bernini himself); 

T. Montanari, Bernini pittore, exhibition catalogue, Cinisello Balsamo 
2007, p. 163, no. R24 (as Jacob Ferdinand Voet); 

F Petrucci, Ancora su Bernini pittore, in: Una vita per la storia dell'arte. 
Scritti in memoria di Maurizio Marini, Roma 2015, pp. 317-318 (as not by 
Bernini or Voet) 


The present portrait of fine pictorial quality has been attributed to Gian 
Lorenzo Bernini (1598-1680) and it has been considered to be a self- 
portrait of the celebrated artist. 


Maria Giulia Aurigemma (see literature) has suggested that this portrait 
was possibly begun as a self-portrait sketch by Gian Lorenzo Bernini 

in circa 1650-55, which was then subsequently completed by Jacob 
Ferdinand Voet in circa 1670 (it is possible, for example, that Bernini's 
Self-Portrait now in the Uffizi was finished by Ciro Ferri, who acted 

as an intermediary in the sale of the painting by Leopold de’ Medici). 
Aurigemma has suggested that Bernini and Jakob Ferdinand Voet, who 
is documented in Rome between 1673 and 1678, frequented the same 
social circles, in particular the circle of Christina, Queen of Sweden. The 
portraits painted by Voet, such as that of Cardinal Benedetto Odescal- 
chi in the Poldi Pezzoli Museum in Milan, appear to be strongly influ- 
enced by Bernini's pictorial production. 
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The attribution to Voet for the present canvas has also been endorsed 
by Tomaso Montanari (see literature), however, he does not accept the 
identification of the sitter as Gian Lorenzo Bernini. 


Francesco Petrucci does not accept the attribution to Voet, or that the 
itter is Bernini, and he dates the present work earlier, to circa 1640, 
before Voet's sojourn in Rome. The style of the clothing, a heavy black 
unic from which a starched white collar emerges, can be seen in other 
portraits of the 1630s and 1640s, such as Jan Miels Self-Portrait or that 
of Jan van den Hoecke, both in the Koelliker collection in Milan (see 

F. Petrucci, Pittura di Ritratto a Roma. Il Seicento, Rome 2008, |, p. 201, 
fig. 286; p. 216; fig. 304) and where the moustache and beard are also 
similar. 


v 


Roman portraiture in the first half of the seventeenth century was 
diverse, due to the presence of artists from various regions of Italy and 
Europe in the city; the codification of the genre only occurred in the 
second half of the century, with the birth of specialised workshops, 
among which those of Giovanni Maria Morandi, Carlo Maratti, Ferdi- 
nand Voet (not by chance nicknamed ‘Ferdinand of Portraits’) and Bacic- 
cio were prominent. 


A fundamental influence in the development of portraiture in Rome 

are Bernini's pictorial portraits, which constituted an important part of 
the artist's production in relation to his extraordinary sculptural por- 
raits. In his canvases, the person portrayed is almost always shown in 
three-quarter profile, with an extreme naturalness, almost in the act of 
urning towards the observer; contemporary sources record that the 
artist did not usually make his models ‘pose’, but rather invited them to 
move and converse, in order to better capture their expressions and 
vitality. Also fundamental to the development of portraiture in the city 
was Diego Velazquez who was documented in Rome in 1630, and again 
between 1649 and 1651, contributed to fueling a dynamic artistic scene, 
which for the genre of portraiture still remains to be fully investigated. 
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Giovanni Bendetteo Castiglione, called il Grechetto 
(Genoa 1609-1664 Mantua) 
Animals entering Noah's Ark, 

oil on canvas, 170 x 131 cm, framed 
€ 40,000 — 60,000 US$ 43,100 — 64,700 
Provenance: 

Private European collection 


Literature: 
A. Orlando, Dipinti genovesi. Dal Cinquecento al Settecento. Ritrovamenti 

dal collezionismo privato, Turin 2010, p. 87 (as Giovanni Benedetto Casti- 
glione, il Grechetto) 


The present painting dates to Grechetto's maturity, to between the late 
1650s and beginning of the 1660s, when the artist's brushwork became 
extremely delicate and free, and his palette acquired a particular bril- 

iance and intensity. 


Here the artist reworks the composition of an early etching which may 
be dated to his first Roman sojourn, where the scene is developed 
vertically, and Noah is represented in the process of inviting the animals 
aboard the Ark. In addition, there are two variants of the scene of 
horizontal format, one in the Gemáldegalerie, Dresden and the other 
in the Kunsthistorisches Museum, Vienna, wherein the figure of Noah 

is rendered with few differences, while the arrangement of the animals 
is altered. These two works have also been assigned by scholars to the 
ater production of Castiglione, around 1650. 


Grechetto represented the subject of Noah's Ark on several occasions, 
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starting in his formative years in the studio of Sinibaldo Scorza, an artist 
specialised in animal and landscape painting. The influence of various 
Northern painters active in Genoa was also a determining factor in the 
development of his naturalistic style of painting, including the de Wael 
brothers, Frans Snyders and Jan Roos. However, the artist's canvases are 
distinguished by his near humanisation of the animals he represents, a 
quality that is also evident in his graphic works: as a draughtsman and as 
a printmaker he was both very active and innovative. In the present can- 
vas the vitality of each individual animal is united with the overall dyna- 
mism of the scene, which is set on a steep vertical plane, upon which 
Noah appears to be slipping forward, a quality typical of Castiglione's 
mature Baroque paintings. 


Giovanni Benedetto Castiglione was born in Genoa in 1609; in the 
1620s he trained in the studio of Sinibaldo Scorza, as well as under the 
guidance of Giovanni Battista Paggi and Andrea de Ferrari, in a cultural 
climate influenced by the Genoese sojourns of Rubens and Van Dyck. 


From 1632 he is documented with his brother Salvatore in Rome 
where within a brief time he was elected a member of the Accademia 
di San Luca. His exposure to Romes cultured circles, the influence of 
Nicolas Poussin's painting and of his personal manner of evoking the 
classical world, as well as his subsequent contact with the Neapolitan 
art world, and especially with Aniello Falcone and Andrea De Leone, 
were to be determining and transformative factors in Castiglione’s 
assimilation of the Baroque style. Subsequently he resided in Rome for a 
second time between 1647 and 1651. 


At the start of the 1650s Grechetto was summoned to the court of 
the Gonzaga where he worked for over a decade, also acting as an 
agent in the acquisition of paintings for the ducal collections. He died in 
Mantua in 1664. 
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Andries van Eertvelt 

(Antwerp 1590-1652) 

A naval battle, 

traces of a monogram lower centre (on the driftwood): AE, 
oil on canvas, 141 x 207 cm, framed 
€ 40,000 — 60,000 US$ 43,100 — 64,700 
Andries van Eertvelt was one of the most important of the earliest 
generation of Flemish marine painters. In his day van Eertvelt was a man 
of distinction whose marine paintings were appreciated abroad, some 
being exported as far as Seville and Lisbon. The Antwerp-born artist's 
work, with its busy, brightly coloured and dramatic style, was highly 
prized by his contemporaries and he had an eager clientele in the Dutch 


Republic. Indeed, his artistic qualities were praised by his later biogra- 
pher Cornelis de Bie (1627-1715) in his Gulden Cabinet of 1661 and 
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suggested that he must have been to sea as a young man. Van Eertvelt 
specialised in the new subject matter of naval engagements, events and 
shipwrecks, in which he combined the tradition of the marines painted 
by Pieter Bruegel the Elder in the preceding century with that of the 
pioneering Dutch master in Haarlem, Hendrick Cornelisz. Vroom (circa 
1562-1640). The influence of Vroom in particular took a hold on Van 
Eertvelt, whose early known oeuvre comprised mainly of small seascapes 
in the manner of the master. It was only later, having been influenced 

by various visits to Genoa between 1628 and 1630, where he encoun- 
ered the work of his compatriot Cornelis de Wael, that he decided to 
paint on a grander and more ambitious scale. This work can, therefore, 
almost certainly be dated to the latter part of his career. 


A comparable work Port with Warships is conserved in the Kunsthis- 
torisches Museum, Vienna (inv. no. 595); another one was sold at Bern- 
aerts, Antwerp, 30 March 1998, lot 6. 
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Nicolaes Maes 

(Dordrecht 1634-1693 Amsterdam) 

Portrait of a gentleman, wearing a brown robe, resting his left arm on 
the base of a column, 

signed centre right: MAES, 

oil on canvas, 69 x 57.5 cm, framed 
€ 8,000 — 12,000 US$ 8,600 — 12,900 
Provenance: 

with R.H. Ward, London, no. 53 (according to a label on the reverse); 
Private collection, Germany 


The present painting is registered in the RKD database under no. 
0000145819 (as Nicolaes Maes). 


The gentleman of the present painting is depicted wearing a so-called 
banyan, better known as a Japonsche rok, a type of garment inspired by 
Japanese Kimonos which had found their way to Europe in the late seven- 
teenth and early eighteenth centuries via the Dutch East India Company. 
This type of informal loose gowns was worn at home and became a 
popular item for men of the upper class. They were made of different 
kind of fabrics, such as linen, silk and cotton, amongst these variations 
embroidered and padded examples are known. 
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Originally from Dordrecht, Nicolaes Maes moved to Amsterdam around 
1648 to train in Rembrandt's atelier. His earliest known paintings are 
historical works or domestic interior scenes, strongly inspired by his 
master’s work, both in their compositions and in their use of light. 
Returning to Dordrecht in 1653, Maes also started to paint portraits, 
pparently influenced by other artists active in the city such as Samuel 
on Hoogstraten, Jacob Gerritsz. Cuyp and Albert Cuyp, rather than 
Rembrandt. From the 1660s onwards, the artist abandoned all other 
painting genres, devoting himself exclusively to portraiture. During this 
phase, Maes began to look to the sumptuous models of van Dyck, 
especially through the works of Jan Mytens, adopting a looser brush- 
stroke and brighter colours. In 1673 he moved to Amsterdam, probably 
attracted by the commercial opportunities that had opened up after 
the death of the most important portrait painters active in that city, 
Abraham van den Tempel and Bartholomeus van der Helst. The move 
proved to be fortuitous, and the artist immediately met with great suc 
cess among the patrons of the local high society. 


< Y 


The present work is a fine example of the artist's late period and relates 
to a similar work auctioned at Christie’s, Amsterdam, 14 November 
2012, lot 131. 
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Angelo Maria Crivelli, called i Crivellone 

(Milan active 1690-1730) 

A peacock, pigeons, ducks and rabbits in an idealised landscape; and 
A heron and ducks near a pond; 

oil on canvas, 254 x 116 cm and 240 x 97 cm, framed, a pair (2) 

€ 40,000 — 60,000 US$ 43,100 — 64,700 
Provenance: 

Aristocratic collection, since the late 19th century 


We are grateful to Gianluca Bocchi for endorsing the attribution of the 
present paintings on the basis of photographs. 


240 OLD MASTERS 


Angelo Maria Crivelli, known as il Crivellone, to distinguish him from 

his son Giovanni, il Crivellino was an artist considered to be one of the 
most significant still life painters of his time. According to the biographer, 
Antonio Orlandi, il Crivellone could see ‘Truth before his eyes, more than 
Nature itself (see A. Orlandi, Abecedario pittorico del M. R. P. Pellegrino 
Antonio Orlandi, bolognese, contenente le notizie 06 professori di pittura, 
scoltura, ed architettura, Venice 1753, p. 60). 


Born in Milan in the second half of the seventeenth century, il Crivellone 
is documented between 1662 and 1730; he worked at the court of 
Parma (see op. cit. Orlandi 1753, p. 60) and specialised in the represen- 
tation of animals, influenced by the works of Flemish artists including 
Hondecoeter, Weenix, Snyders and Fyt and his still life paintings are 
characterised by refined and precise, yet lively brushstrokes. His oeuvre 
shows the reiteration of similar subjects with variations, such as the pre- 
sent works, which are significant examples of his corpus. 
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Jan van Huchtenburgh 

(Haarlem 1647-1733 Amsterdam) 

A cavalry skirmish in a landscape, 
signed lower right: Hughtenburg, 

oil on canvas, 156.5 x 206 cm, framed 


€ 20,000 — 30,000 US$ 21,600 — 32,300 


Provenance: 

Collection of Karl Anton Fúrst von Hohenzollern-Sigmaringen (1811— 
1885) (according to a wax seal on reverse); 

Noble collection, The Netherlands 


The present painting is accompanied by a report of Artmorial, The 
Hague, who identified the wax seal on the stretcher. 


Jan van Huchtenburgh counts today as among the most important 

and successful painters of battles and cavalry skirmishes in the late 
seventeenth and early eighteenth centuries, serving prestigious European 
clients such as Pieter de la Court van der Voort (1664-1739) from 
Leiden, Prince Eugene of Savoye (1663-1736) and Elector Johann Wil- 
helm of the Palatine (1658-1715) in Düsseldorf. Van Huchtenburgh's 
success was that he added elegance and bravura to the otherwise cruel 
scenes of battles and skirmishes and thus brought the genre to a new 
artistic level, suitable for the homes of the European aristocracy. 


Among van Huchtenburgh's most famous works are the so called Batt- 
aglie Sabaude, the series of battles painted for Prince Eugen of Savoye in 
1707/08, currently in the Galleria Sabauda in Turin (inv. nos. 886, 887, 
889-892, 894, 896-898). Van Huchtenburgh probably met the prince 
during his journey to the Netherlands. The Sabaudean series stimulated 
the Elector Palatine to follow and the latter commissioned a series 

of similar battles, of which two are conserved in the Alte Pinakothek, 
Munich (inv. nos. 2070-2071). Other courtly houses in Europe followed. 


The present cavalry battle is in its dynamism, fluid brushwork and colour 
scheme a characteristic work by the artist and is probably to be dated 
to the second quarter of the eighteenth century. The battle is not 
historic. lt rather depicts a confrontation between cavalry and artillery, 
approaching from the back. 
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Arend Johan van Glinstra 

(Koarnjum 1754-1814 Leeuwarden) 

A trompe l'oeil, depicting Gouda clay pipes, a pair of scissors, a key, and a 
waxpit on a faux bois, 

signed lower right: A. J. Glinstra f, 

oil on canvas, 36 x 42.5 cm, framed 


€ 8,000 — 12,000 US$ 8,600 — 12,900 


Provenance: 
Private collection, The Netherlands 


The present refined painting is an example of a trompe l'oeil still life, a 
subgenre which was much favoured during the seventeenth century in 
the Dutch Republic. An assortment of Goudse pijb, or Gouda clay pipes, 
are fastened onto a wooden board by some red ribbon. As suggested 
by the black tarnish on the chambers of the pipes, they have been used 
to smoke tobacco leaves, a product imported by the Dutch trading 
companies which was much in favour among all classes of Dutch society. 
To complete the composition a pair of scissors hangs on the far left, 

as does a shiny key on the right, whilst some carefully folded string has 
been stuffed into a spare loop in the middle. To optimise the illusion, 

he set of objects is thoughtfully arranged on a precisely captured knot- 
ed and grained wooden board. 


Little is known about the artist Arend Johan van Glinstra who was 
from the province of Friesland in the far north of what is now The 
Netherlands. Records reveal that the painter trained with the Amster- 
dam artist Jurriaan Andriessen, who was a celebrated painter of murals, 
which became fashionable amongst the wealthy upper class during the 
ate seventeenth and early eighteenth centuries. Whether van Glinstra 
moved to Amsterdam in order to train among the many documented 
pupils of Andriessen is however unknown, but likely. 
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Roman School, 17th Century 

A wooden table covered with a precious embroidered tablecloth with 
gilded metalwork, a curtain above, 
oil on canvas, 99 x 133.5 cm, framed 
€ 20,000 — 30,000 US$ 21,600 — 32,300 
Provenance: 

Private European collection 


The present painting is a significant example of early post-Caravag- 
gesque still life painting in Rome in the first half of the seventeenth cen- 
tury. The meticulous rendering of the gilt table clock, vessel and inkwell, 
and the fringes of the rug with its heavy folds, accentuated by strong 
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chiaroscuro contrasts, display a careful analysis of reality. The artist of 

the present painting adds a strong illusionist vein, with an almost tactile 
imitation of the carpet fabric effected by skillful rendering of the material 
which seems to emerge from the painted surface, as well as the virtuo- 
so red damask cloth, framing and acting as a backdrop to the elements 
in the foreground, reminiscent of Caravaggio's work. 


The genre of still life painting flourished in Rome in the wake of Car- 
avaggio, focusing initially on the depiction of flowers, fruit and vege- 
tables and later expanding the range of subjects to include musical 
instruments, weapons, game and other items. The genre enjoyed such 
extraordinary success that it led many artists to specialise in this type of 
painting, including Francesco Noletti. His work exerted influence beyond 
the city, as can be seen in the work of the Neapolitan painter Giuseppe 
Recco and Meiffren Conte from France. 
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Benedetto Dal Buono 

(Lugo 1711-1775) 

An Allegory of the Arts, 

oil on canvas, 123 x 160 cm, framed 


€ 15,000 — 20,000 US$ 16,200 — 21,600 
Provenance: 
art market, France; 


where acquired by the present owner 


We are grateful to Massimo Pulini for suggesting the attribution of the 
present painting on the basis of a photograph. 


The painting depicts the interior of an artists workshop in which a 


young woman, probably an allegory of painting, is intent on drawing a 
sketch from a small, classically inspired sculpture. A young pupil on the 
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right hands her a drawing of a male portrait, possibly a self-portrait of 
the artist, while a man behind her points to a large, barely sketched 

painting, on which Daphne is recognisable. In the background, a young 
woman seems to be focused on an engraving. 


Benedetto Dal Buono was mainly active in Emilia Romagna, his works 
are characterised by a composed classicism with an interest in academic 
and literary subjects, as well as religious subjects. Initially trained in Forli, 
Benedetto moved to Bologna, where he joined Girolamo Donnini’s 
workshop. There he remained until his master’s death, even refusing 

an invitation from the Savoy court to move to Turin to work on the 
decoration of the Royal Palace. Among the artist’s early works is the 
altarpiece with Saint Joseph between Saint Theresa and Saint Mary Magda- 
lene de’ Pazzi executed for the Church of the Carmine in Imola and the 
Madonna and Child with Saints in the Church of the Suffragio in Lugo. He 
attended the Academy in Bologna, and then worked in the city, before 
returning to Lugo in the last phase of his life. 


OLD MASTERS 249 


110 - 

Jacopo Negretti, called Palma il Giovane 

(Venice circa 1548-1628) 

Portrait of a nobleman, three-quarter-length, with a sword, 
oil on canvas, 85 x 68.5 cm, framed 


€ 15,000 — 20,000 US$ 16,200 — 21,600 


Literature: 

G. E. Sperone et al., Portraits/Self-Portraits from the 16th to the 21st 
Century, exhibition catalogue, New York 2012, s. p. (as Jacopo Negretti, 
called Palma il Giovane) 


Jacopo Negretti, known as Jacopo Palma il Giovane, was born into 

a Venetian family of artists. He presumably studied in the workshop 

run by his father Antonio and was later apprenticed in Rome, where 

he remained until about 1573. On his return to Venice, Palmas work 
increasingly reflected his appreciation of the Venetian masters, particu- 
larly Titian and Jacopo Tintoretto, and after the latter’s death he became 
the most important painter active in the city. 


This portrait is typical of Palma's portraiture between the end of the 
16th century and the early 17th century. During this period his simplifi- 
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cation of space differs from Tintoretto's style, as there is a lack of archi- 
tectural elements and the use of a neutral background, in order to con- 
centrate on the sitter, such as is apparent in the present composition. 


t has been suggested that this painting must have been executed after 
the Self Portrait in the Pinacoteca di Brera and the Portrait of a Gentle- 
man in the Art Institute of Chicago, dating from the mid-1580s, about 
the same time as the paintings Palma executed for the church of San 
Giacomo dell'Orto and for the Oratorio dell'Ospedaletto dei Crociferi 
in Venice. 


The sitter in the present painting looks steadily at the viewer, his ges- 
ures are measured and carefully studied: the position of his arms is a 
typical of the nobility and the affected pose was conventional in por- 
raits of the period. The light coming from the upper right and reflected 
mainly on the top of the sitter's forehead is a subtle and effective device. 
The mans clothes with the flat, white collar open on a closely fitted 
dark tunic that is only partly visible and characterized by a high, rounded 
neckline, shoulders with little padding and tapered sleeves, confirm the 
dating of this work. The sword confirms this unknown figure's noble 
rank. 
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Giovan Francesco De Rosa, called Pacecco de Rosa 
(Orta di Atella 1585-1656 Naples) 

Roman Charity, 

oil on canvas, 90 x 110.5 cm, framed 


€ 20,000 — 30,000 21,600 — 32,300 


Provenance: 
Private European collection, since the 1980s 


We are grateful to Riccardo Lattuada for confirming the attribution on 
the basis of photographs. 


The present painting shows Roman Charity, a subject taken from mythol- 
ogy: the story of Cimon and Pero. Pero, a courageous Roman woman, 
decided to save her elderly father who was condemned to die of hun- 
ger, by breastfeeding him. This gesture so moved the guards that they 
liberated the old Cimon. 


This painting dates to Pacecco De Rosa's maturity, from the 1640s or 
1650s. During a period when he received significant commissions from 
the church. This work can be compared to other works from this peri- 
od, including the Annunciation in Naples, in San Gregorio Armeno, The 
Meeting of Jacob and Rachel in the Pinacoteca ‘Corrado Giaquinto’ in 
Bari (inv. no. 1600035581), and the Meeting of Jacob and Rachel at the 
well in the Certosa of San Martino in Naples. The facial features of the 
female figures are similar, as is the use colour and light. 


Pacecco de Rosa was the son of the painter Tommaso de Rosa. He 
trained with his stepfather, the Caravaggist painter Filippo Vitale (1585— 
1650), later continuing his studies in the studio of Massimo Stanzione 
(1585-1656) whose classical style was to be of enormous importance 
in the development of his painterly style. He was considered to be one 
of Stanzione’s most talented pupils. Pacecco’s work, The Massacre of the 
Innocents in the Philadelphia Museum of Art (inv. no. 1973-253-1), also 
demonstrates the influence of Stanzione on the artist, especially appar- 
ent in its luminous palette and attention to detail. 
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Francesco de Mura niscent of the figure of Rachel in Solimena's Rachel and Jacob in the 
(Naples 1696-1782) Gallerie dell’Accademia in Venice (inv. no. 871). De Mura emancipated 
Moses defending the daughters of Jethro, himself from Solimena's stylistic influence later in his career, when he 
oil on canvas, 72.5 x 97 cm, framed was already in his 30s. Stylistically the present painting displays a fully 
Baroque style with accentuated chiaroscuro, which is also typical of De 
€ 8,000 — 12,000 US$ 8,600 — 12,900 Muras early period. 
Provenance: Francesco De Mura was first trained in the workshop of Domenico 
Private collection, Vienna, 19th Century; Viola. In 1708, he started to work with Francesco Solimena. In the 
and thence by descent to present owner course of his long and successful career, the artist gradually lightened 
his palette and developed the monumental style of his teacher into 
Exhibited: airier and more colourful compositions, corresponding to the taste of 
Caracas, Casa Segnini, Exposición de Arte Antiguo, 1941 (as Francesco the time. He thus became one of the most important representatives 
Solimena, ‘Pan y los Tres Pastores’) of Italian Rococo. As the head of a large workshop, he influenced a 
number of Neapolitan artists active in the second half of the eighteenth 
We are grateful to Riccardo Lattuada for suggesting the attribution of century, including Pietro Bardellino, Fedele Fischetti and Giacinto Diana. 
the present painting on the basis of a photograph. 
The composition shows an episode from the Old Testament (Exodus 
Lattuada has suggested that this canvas is an early work by De Mura 2:16-22), in which Moses came upon the seven daughters of Jethro, 
when he was still under a strong influence of his master Francesco a priest of the land of Midian. The women were harassed by a group 
Solimena. The figure of Moses in the present painting is almost a mir- of Midianite shepherds as they drew water from a well to water their 
ror image of the figure of Aeneas in Solimena's Royal Hunt of Dido father's flock. Moses drove the shepherds from the well, was subse- 
and Aeneas, today conserved in the Museum of Fine Arts in Houston quently received into Jethro's house, and as a reward given one of his 
(inv. no. 2000.92). The figure of Jethro’s daughter standing is remi- daughters, Zipporah, as his wife. 
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Corrado Giaquinto and Workshop 
(Molfetta 1703-1766 Naples) 

Circe, 

oil on canvas, 130 x 100 cm, framed 
€ 20,000 — 30,000 US$ 21,600 — 32,300 
Provenance: 

Private European collection 


We are grateful to Riccardo Lattuada for endorsing the attribution of 
the present painting on the basis of a photograph. 


The present painting relates to a smaller canvas of the same subject by 
Corrado Giaquinto, conserved in the Pinacoteca Comunale Fortunato 
Duranti, Montefortino (inv. no. 23). The identification of the subject has 
been subject of an ongoing scholarly debate. The figure was thought to 
be Saint Agatha, as the wand was misinterpreted as a blade and there- 
fore as an allusion to the saint’s martyrdom. The female figure was then 
believed to be Medea, due to the comparison with two other works 
by Giaquinto in private collections (see M. Scolaro, Corrado Giaquinto. 

Il Cielo e la terra, exhibition catalogue, Argelato 2005, pp. 230-231). In 
further interpretations the figure is described as a Sibyl or an Allegory, 
and others again recognised the sitter as Armida from Torquato Tasso's 
Gerusalemme Liberata, because of the clothing, her regal posture and the 
wand with the snake, which was meant to evoke evil in order to take 
vengeance on Rinaldo, who had abandoned her. 


The most accredited hypothesis, however, is that the female figure is 
Circe from the Odyssey since the elements accompanying her refer 
to evil forces. More specifically, the symbols relate to the magic arts: 
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here is a mortar to prepare potions, a skull, a snake, a book and what 
appears to be an astronomical map, as well as a wand with which she 
ransformed Ulysses’ companions into pigs. 


The enchantress appears as a majestic feminine figure, seated in a grot- 
to. Her robe and hair are moved by a light breeze. The undergarment 
has slipped off her left shoulder, exposing her breast. With the upswept 
hair held in place by a metal hoop, the full lips, straight nose and round- 
ed features, the sitter refers to Hellenistic sculptural models. 


The date of the Montefortino canvas is controversial. Some scholars 
believe it was painted around the mid-1700s; while others date it to an 
earlier period (see M. Scolaro, ibid., 2005). This painting should in any 
case be dated on the basis of style to Corrado Giaquinto’s maturity, 
when the echoes of Maratti's Classicism were combined with a reinter- 
pretation of the Baroque and a personal interpretation of the new spirit 
of the Rococo. 


Corrado Giaquinto trained in the studio of the Neapolitan artist Nicola 
Maria Rossi. In 1723 in Rome, Giaquinto started modifying the robust 
Neapolitan style of painting to reflect the classicising taste of the Roc 
coco. He was admitted to the Accademia di San Luca in Rome in 1740. 
With the commission of frescoes for the church of San Nicola dei 
Lorenesi in 1731, Giaquinto received further prestigious commissions 
hat earned him recognition and led to sojourns in Turin and Spain. The 
painter was summoned to the court of Madrid in 1753 by Ferdinand VI, 
where he was to spend nearly a decade. His position as the preeminent 
artistic figure in the country was confirmed by his appointment as Prim- 
er Pintor del Rey, as well as Director of the Academia di San Fernando, 
newly formed by the art-loving Spanish King. Corrado Giaquinto then 
later returned to Naples. 


257 


(72) 
4 
Lu 
F 
v 
< 
= 
Q 
لب‎ 
0 


114 
Giulio Carpioni 


(Venice 1613-1679) 


A Bacchanal, 


oil on canvas, 76 x 91 cm, framed 


€ 8,000 — 12,000 


Provenance: 
art market, Italy; 


US$ 8,600 — 12,900 


where acquired by the present owner 


Giulio Carpioni was celebrated for his classically inspired compositions, 
especially triumphs, bacchanals and dancing putti. For the bacchanal 
composition, in particular, he took inspiration from Titian's famous paint- 
ings of the same subject. Another probable model was Poussin's Baccha- 
nals, which had been reproduced in engravings by Pietro Testa. 


The painting presen 
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chanal in the Accademia Carrara, 


in which the figure of the fat, dru 


ers is reproduced al 


Carpioni was one o 


teenth century. He was a pupil o 
oni left for Bergamo together with Varotari, where 


Around 1631, Carp 
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f the most ta 


be compared in particular to the Bac 
Bergamo (inv. no. 905), similar in size, 
nken Silenus supported by young help- 
ly in counterpart. 


ented Venetian painters in the seven- 
f Alessandro Varotari, Il Padovanino. 


he came into contact with the Lombard school of painting. On his 


return to Venice, he met Pietro d 


ella Vecchia. In 1638, Carpioni is docu- 


mented in Vicenza, where he lived until his death in 1674. 
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Austrian School, 18th Century 

A triumphal procession over the Bridge of Augustus, 

oil on canvas, laid down on board, 117.5 x 180 cm, framed 


€ 15,000 — 18,000 US$ 16,200 — 19,400 


Provenance: 
Private collection, Upper Austria 


The present painting is based on an engraving of the Bridge of Augustus 
in the Entwurff einer historischen Architektur from 1721 by Johann Bern- 
hard Fischer von Erlach (1656-1723). The monumental canvas depicts a 
Roman triumph crossing a bridge — a procession replete with elaborate 
horse-drawn carriages and exotic elephants, which are given colossal 
form as statues on top of the arch. In the engraving, Fischer has identi- 
fied the structure as the Bridge of Augustus on the Via Flaminia that led 
o Rimini. The vagueness of any topographical reference however can 
probably be explained by the fact that Fischer had made the engraving 
in Vienna and had not visited Rome since his stay there as a young man 
between 1671 and 1687. 
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ohann Bernhard Fischer von Erlach was a strikingly original architect 
whose Baroque architecture profoundly influenced and shaped the 
astes of the Habsburg Empire. His contribution to the culture of his 
time resulted from his ability to successfully synthesise the predominant 
needs and traditions of the time with that of the leading Italian High 
Baroque architects of the previous generation, including Gian Lorenzo 
Bernini (1598-1680), who encouraged him to study both ancient and 
modern sculpture and architecture. Back in Austria in 1687, Fischer von 
Erlach was installed as a fashionable and sought-after architect, and the 
empire, which quickly regained strength after the defeat of the Turks in 
1683, provided a welcome setting for him to realise his ideas. 


Fischer’s Entwurff einer historischen Architektur, presented to Charles VI in 
1712 and first printed in Vienna in 1721, is a major work of European 
architectural history. Only 160 copies were printed of this first edi- 
tion, the second edition of which appeared in 1725. As proof of the 
wide scope of his knowledge, this work on the history of architecture 
may be seen as part of a wave of interest in non-European civilisations 
hat arose in Europe in the latter part of the seventeenth century. The 
reconstruction of the architecture of ancient Rome in its formal and 
ypological richness corresponded to Fischer's actual task of creating 
modern imperial architecture in Vienna, including Schónbrunn Palace, 
arlskirche, and the Austrian National Library. 
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Fig. 1: Johann Heinrich Tischbein the Elder, The Artist's Daughters in Turkish Costume, 
Freies Deutsches Hochstift / Frankfurter Goethe-Museum, Inv. nr. IV-1959-013 
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Johann Heinrich Tischbein the Elder 

(Haina 1722-1789 Kassel) 

Portrait of the artists daughter Wilhelmine Caroline Amalie (1757— 
1838) as an Allegory of Painting, 
oil on canvas, 54 x 42 cm, framed 
€ 12,000 — 15,000 US$ 12,900 — 16,200 
We are grateful to Anna-Charlotte Flohr for confirming the attribution 
and for the identification of the sitter. Her extensive written analysis 
accompanies the present lot. 


Tischbein's eldest daughter, Wilhelmine Caroline Amalie, was particu- 
larly close to the artist. The present, recently rediscovered portrait is 

a rare, intimate and personal work. The young daughter, who was also 
an artist in her own right, is depicted with brush and palette in front of 
an easel and a canvas. She is dressed in an informal shirt which is left 
casually undone, a shawl and a blueish cloak. Her hair is simply coifed 
and tied with a ribbon. The whole setting conveys a sense of domestic 
intimacy. It is unclear whether the painting was intended simply as an 
artist's portrait or, in a wider sense, as an allegory of painting. Tischbein 
had to endure several blows of fate as a young father. He lost both his 
first wife Marie Sophie Robert in 1759, and his second wife Anne Marie 
Pernette in 1763. These personal tragedies might have deepened his 
relationship with his two young daughters. 
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© David Hall / On loan from a private collection 


Wilhelmine Caroline Amalie married David Philipp von Apell (1754— 
1833), who became director of the Kassel court theatre. She exhibited 
her work at the Kassel Academy and was celebrated by contemporar- 
ies, such as the poet Christoph Martin Wieland, who dedicated a poem 
to her in praise of a self-portrait she had sent to him (see W. Sucher, 
‘Amalie Tischbein, verh. von Apell (1756-1839)', in: M. Sitt (ed.), Aufge- 
deckt: Malerinnen im Umfeld Tischbeins und der Kasseler Kunstakade- 
mie, Hamburg 2016, p. 27). She had met Wieland in Weimar in 1775 
(see C. M. Wieland, ‘An Mademoiselle Amalia Tischbein, als sie mir ihr von 
ihr selbst gemaltes Bildnis übersandte‘, in: Der Teutsche Merkur, vol. 30, 
Weimar 1776, p. 10). 


Tischbein depicted his favourite daughter on several occasions and appa- 
rently included her in some of his larger history paintings. Almost all 
nown depictions of Amalia show her from a similar angle: one painting 
entitled La silence, at the Fasanerie Palace in Fulda apparently depicts her 
in a very similar pose, and we find her again in a preparatory drawing 
in red chalk in Kassel (Hessische Hausstiftung, Eichenzell, inv. no. FAS B 
241; and Graphische Sammlung, MHK, inv. no. GS 453 a). Her portrait 
with a fan, conserved in the Gemäldegalerie Alte Meister, Kassel (inv. 

no. LM 1940/481) is also comparable. In Tischbein's celebrated family 
portrait, of which there must have been at least two versions, she is 
also shown once again in the familiar pose: one version is a small-scale 
painting conserved in the Niedersachsisches Landesmuseum, Hannover 
(inv. no. PAM 976), whilst a larger variant was recently sold on the Ger- 
man art market (see sale, Lempertz, Cologne, 14 November 2020, lot 
2028). The family portrait formerly in Berlin, which was once intended, 
ogether with two other paintings of similar size, to form decorative 
wall panels in Tischbein’s house in the Bellevue in Kassel, shows her in 
profile, but this time from the left (ex-Berlin, Nationalgalerie, lost in war; 
see Flohr 1997, cat. G 214). Very closely related to her depiction in the 
present work is her portrait in another large-scale painting from that 
series, showing both daughters in highly fashionable Turkish dress (see 


fig. 1). 


Tischbein of Kassel was one of the most talented and influential mem- 
bers of a family of artists. His patron, Count Stadion, funded the artist’s 
five-year stay in Paris, where, from 1743 on, he worked in the studio 
of Charles van Loo. Together with Johann Christian Fiedler, Christian 
Bernhard Rode, and Januarius Zick, he was among the first German 
artists to have been trained in Paris. Between 1748 and 1751, Tischbein 
ravelled across Italy. Having sojourned in Venice for several months, he 
briefly visited Bologna and Florence and then stayed in Rome for two 
years. In Venice he became a friend of Giovanni Battista Piazzetta. After 
his return from Italy, Count Stadion recommended the painter to Land- 
grave William VIII of Hessen-Kassel, who appointed him court painter 
in April 1753. After the Landgrave's death, Tischbein continued serving 
as first court painter under his successor, Frederick Il. In 1762, he began 
eaching drawing and painting at the Collegium Carolinum. In 1776 he 
was appointed both Professor for painting and Director at the Kassel 
Academy of Fine Arts. In 1779 he was made an honorary member 

of the Academia Clementina in Bologna. Tischbein painted important 
history paintings but is known today primarily for his courtly and highly 
elegant portraits. 


The present painting, clearly inspired by Venetian and French contempo- 
rary art and in a sophisticated, soft and almost delicate manner typical 
of Tischbein’s best works, is an important addition to the artists oeuvre. 
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Paolo Monaldi 

(Rome 1710 — after 1779) 

A fortune teller and peasants in a landscape; and 

Morra players and peasants in a landscape, 

oil on canvas, 181 x 64 and 186.5 x 68.5 cm, framed, a pair (2) 


€ 15,000 — 20,000 US$ 16,200 — 21,600 


Provenance: 

commissioned by Cardinal Flavio Chigi (1711-1771) for the Salottino in 
Villa Chigi, Rome, circa 1767; 

by descent to Mario Chigi Albani della Rovere (1832-1914), ۷۱۱ 
di Farnese, Salottino in Villa Chigi, Rome; 

by whom sold together with the Villa Chigi, 1885; 

reacquired by Ludovico Chigi Albani della Rovere (1866-1951), VIII 
Principe di Farnese, Salottino in Villa Chigi, Rome, 1897; 

by descent to his son Sigismondo Chigi Albani della Rovere (1894— 
1982), IX Principe di Farnese, Salottino in Villa Chigi, Rome; 

from whom acquired by his uncle Francesco Principe Chigi Albani della 
Rovere (1881-1953), Salottino in Villa Chigi, Rome, 1919; 

by descent to his son Mario Lodovico Principe Chigi Albani della Rovere 
(born 1929), Salottino in Villa Chigi, Rome; 

alienated to the Istituto Commerciale Italiano, 1960s; 

with Carlo and Marcello Sestieri, Rome, circa 1969; 

Alemagna Collection, Milan, circa 1970; 

art market, Italy; 

where acquired by the present owner 


Possibly Documented: 

Entrata e uscita dell'Em.mo card. Flavio Chigi. Dal 9 gennaio 1769 al 28 
febbraio 1777, Archivio Chigi, Biblioteca Apostolica Vaticana, no. 816: 
[123] A 12 detto (gennaio 1771)... A Paolo Monaldi Pittore scudi cinquan- 
ta m.ta pag.ti p. saldo di tutte le Pitture fatte p. servizio di S.E., comprese 
anche quelle, che sta terminando’ (see F. Petrucci, Documenti artistici sul 
Settecento nell'archivio Chigi (parte Il), in: Bollettino d'Arte, no. 114, 2000, 
p. 111) 


Literature: 

R. Trinchieri, Una villa settecentesca poco nota: Villa Chigi, in: Amor di 
Roma, s. n., 1955, p. 418, p. 419 the first one illustrated as hanging in 
the Salottino of Villa Chigi (as Paolo Monaldi); 

G. Incisa dell Rocchetta, Villa Chigi, in: Capitolium. Rassegna del comune 
di Roma, 1961, vol. 36, no. 8, p. 5 the first one illustrated as hanging in 
the ‘Salotto delle Bambocciate’, Villa Chigi, p. 6 (as Paolo Monaldi); 

A. Busiri Vici, Trittico paesistico romano del ‘700. Paolo Anesi - Paolo 
Monaldi - Alessio De Marchis, Rome, 1976, pp. 140-142, figg. 145, 147, 
illustrated (as Paolo Monaldi) 
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The present paintings are registered in the Fototeca Zeri under nos. 
77516 and 77514 (as Paolo Monaldi). 


The paintings formed part of the furnishings of Villa Chigi, the presti- 
gious residence built by Flavio II Chigi in 1763 on the Via Salaria near 
Rome. The vedutista Paolo Anesi and his collaborator Paolo Monaldi 
painted a large cycle of canvases depicting landscapes with figures for 

he cardinal, destined to furnish some of the rooms on the ground floor 
(the dining room and fumoir or salottino) and on the first floor of the 
building (the so-called salotto or small sitting room); the works were 
perhaps already finished in 1766, when the Villa hosted Pope Clement 
XIII, but payments to the two artists continued in the following years. 


Monaldi's landscapes, documented in the drawing room on the piano 
nobile by photographs, were accompanied by some panels with flowers 
painted by Ludovico Stern and a fireplace screen also decorated with 
country scenes. The villa’s furniture was largely commissioned from 
Nicola Carletti, in keeping with the style of the pictorial decoration, 
making Villa Chigi one of the most significant examples of the Italian 
Rococo. 


n 1969, part of the building's furnishings, including the two canvases 
presented here, was purchased by the Milanese industrialist Alemagna, 
and in 1970 the paintings — set within 18th-century-style gilded stuc- 
coes — went to decorate the walls of the historic Milanese restaurant 
Il Gourmet in Piazza Duomo, owned by Alemagna, before reappearing 
on the art market (for a complete reconstruction of the history of the 
furnishings of Villa Chigi, see F. Petrucci, Documenti artistici sul Settecen- 
to nell'archivio Chigi (parte Il), in: Bollettino d'Arte, no. 114, 2000, pp. 
94-103). 


The canvases for the Villa Chigi are among the most significant works 
of Paolo Monaldi’s corpus. He is a painter who belongs to the tradition 
of Andrea Locatelli's arcadian-pastoral painting, but updated in Rococo 
taste, probably due to the presence of French artists active in Rome 

in the first half of the 18th century. His paintings are distinguished by 
finesse of execution and a ‘theatrical’ depiction of rural life, due to lively 
characters executed with gestural expressiveness. The serene and ide- 
alised tone of his country views is linked to the literary themes dissemi- 
nated in the period by the Arcadian Academy. 
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Roman School, 18th Century 

Piazza del Popolo with the Flaminio Obelisk, the twin churches of Santa 
Maria in Montesanto and Santa Maria dei Miracoli, Rome, 

oil on canvas, 75 x 127.8 cm, framed 
€ 20,000 — 30,000 US$ 21,600 — 32,300 
Provenance: 

with T. Agnews & Sons (according to an old label on the reverse); 

art market, Denmark; 

where acquired by the present owner 


The present composition depicts one of the most celebrated views 

of Rome, the Piazza del Popolo looking towards the twin churches of 
Santa Maria di Montesanto and Santa Maria dei Miracoli, built in the 
second half of the 17th century for Pope Alexander VII. In the centre 
of the piazza is the Flaminio Obelisk, an Egyptian monument from the 
time of Ramesses Il, brought to the city at the time of Augustus and 
previously placed at the Circus Maximus, behind which can be glimpsed 
the fountain by Giacomo della Porta erected in the square in 1573 by 


Gregory XIII. On the left, part of the façade of the basilica of Santa 
Maria del Popolo is shown: the church, of medieval origin, stands on the 
site where Nero was buried and was remodelled several times over the 
centuries, first at the end of the 15th century and then in the mid-17th 
century by Gian Lorenzo Bernini, who gave it its present appearance. 
The view is animated by a large number of agile and lively figures, 
dressed in 18th-century clothing and caught in their daily activities, rang- 
ing from gentlemen in carriages to the beggar intent on begging on the 
steps of the basilica. 


The pictorial genre of vedutismo developed widely in Rome in the 18th 
century and could represent both imaginary places (so-called ‘capricci’) 
and realistic views. The latter, to which the canvas presented here also 
belongs, proposed an ‘objective’ representation of places, also influenced 
by the spread of the new Enlightenment ideas. The initiator of the real- 
istic view is identified in Gaspar Van Wittel, a painter of Dutch origin, 
who worked for a long time in Rome. During a stay in Venice, the artist 
produced a number of drawings of views of Venetian canals, which he 
later transformed into paintings, inaugurating a genre that enjoyed enor- 
mous success among collectors, especially among foreign visitors on the 
Grand Tour to Italy. 
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Pietro Fabris 

(London circa 1754 — before 1795 Naples) 

Tarantella at the Palazzo Donn'Anna, Naples, with Vesuvius beyond, 
oil on canvas, 39.5 x 73.5 cm, framed 


€ 15,000-20,000 US$  16,200-21,600 


Provenance: 
sale, Christie's, Milan, 28 November 2007, lot 23 (as Pietro Fabris); 
where acquired by the present owner 


Pietro Fabris was active in Naples during the second half of the 18th 
century and his works were highly requested by the cultured and cos- 
mopolitan elite who visited Naples during their Grand Tour. 


The present painting relates to another version of the same subject, 
nearly identical in size (38 x 71 cm), in the Fondazione Maurizio e Isa- 
bella Alisio, Naples, signed and dated to the 1760s (see G. Alisio, N. 
Spinosa, Vedute napoletane della Fondazione Maurizio e Isabella Alisio, exhi- 
bition catalogue, Naples 2002, pp. 39, 94). The subject of the dance on 
he seashore was one of the most successful and frequently requested 
by Fabris patrons. 


The depicted central group of dancing women and children is repeated 
in the Fabris’ Tarantella con Posillipo sullo sfondo, painted in 1756-1757 
(see N. Spinosa (ed.), Allombra di Vesuvio. Napoli nella veduta europea dal 
Quatrocento all'Ottocento, exhibition catalogue, Naples 1990, p. 383, illu- 
strated p. 231). Some of the other figures return in a composition that 
gives a more expansive view of Neapolitan life. This work depicts not 
only a scene with people dancing, but also others eating, set in the same 
location on the coast of Posillipo with Vesuvius in the background (Cf. 
N. Spinosa, Pittura napoletana del Settecento Il. Da Rococo al Classicis- 
mo, Naples, 1988, fig. 405, no. 306). The canvas (72 x 100 cm, signed 
and date 1766) is kept, along with its pendant depicting Breakfast by the 
Seashore, in the Royal collection at Holyrood Palace, Edinburgh. 
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Andrea Celesti 

(Venice 1637-1700) 

The Adoration of the Shepherds, 

oil on canvas, 140 x 201 cm, framed 


inventory number on the reverse: C. / Nr. 6 


€ 40,000 — 60,000 US$ 43,100 — 64,700 
Provenance: 

Collection of Girolamo Manfrin (1742-1801), Venice (according to a 
label on the reverse); 

by descent to his son Pietro Manfrin (died 1833), Venice; 

by descent to his sister Giulia Angela Giovanna Manfrin Plattis (died 
1848), Venice; 

possibly art market, Spain, end of the 19th century; 

Private collection, Madrid; 

where acquired by the present owner 


Documented: 

Abbozzi catalogo Galleria manfriniana, 1794, Venice, ی‎ [4]r, no. 140: ‘kava- 
lier Andrea Celesti Presepio’, 

Inventario e stima delli qui descritti quadri esistenti nella Galleria del defunto 
marchese Pietro Manfrin del fu Girolamo eseguita da noi sottoscritti per 
commissione della nobile signora marchesa Giulia Giovanna Mandrin Palttis, 
23 March 1834, Venice, c. [3]v, Chamber C, no. 6: ‘tela Andrea Celesti La 
nascita del Bambino Gesù 100,00 [Austrian Lire]’; 


Literature: 
F. Zanotto, Il Fiore della Scuola Pittorica Veneziana, Trieste 1880, mentio- 
ned on p. 91 (as Andrea Celesti); 

L. Borean, La Galleria Manfrin a Venezia. Lultima collezione d'arte della 
Serenissima, Udine 2018, pp. 97, 110 (as Andrea Celesti) 


Andrea Celesti was active between Venice, the Garda Riviera and Bres- 
cia and was best known for his works of sacred subjects, characterised 
by a delicate and luminous style influenced by the models of the great 
16th-century Venetian tradition, particularly those of Tintoretto and 
Paolo Veronese. In the mature phase of his output, the artist also drew 
closer to Dutch painting, especially that of Rembrandt, from which he 
borrowed a new use of light and attention to the everyday aspects of 
popular life. These characteristics are also evident in this Adoration of the 
Shepherds with its nocturnal setting, illuminated almost exclusively by the 
divine light emanating from the Christ Child. 


e: 


Despite its imposing size, the painting is executed with extreme delicacy, 
with brushstrokes that seem almost on the verge of melting. The same 
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composition was reproposed by Celesti in the canvas now at the Pina- 
coteca Corrado Giaquinto in Bari (inv. no. 19), almost identical in size 

to the present and datable to the last decade of the 17th century (A.M. 
Mucchi, C. Della Croce, Il pittore Andrea Celesti, Milan 1954, p. 90). 


The work presented here is documented in the inventories of the col- 
ection of Girolamo Manfrin, a wealthy impresario active in the tobacco 
rade, who created one of the most important collections in Venice 
between the 18th and 19th centuries. Housed in the family palace in 
Cannaregio, the picture gallery was open to the public twice a week 
and is mentioned in all the city’s guide books; it is also mentioned in 

he travel diaries of numerous men of letters and artists who visited it, 
such as George Byron, Jacob Burckhardt, Gustav Friedrich Waagen and 
Edouard Manet. Manfrin was particularly fond of 16th- and 17th-centu- 
ry Venetian painting, and among the most important paintings in his pic- 
ure gallery were two canvases by Giorgione, The Old Woman and the 
famous Tempest, both of which are now in the Gallerie dell’Accademia 
in Venice. Girolamo's collections, however, also included sculptures, 
books, prints and a scientific collection of fossils and shells, in the spirit 
of encyclopaedic collecting. 


The Adoration of the Shepherds by Andrea Celesti, which still has the 
labels and inventory references on the reverse, belongs to the original 
nucleus of the collection as it is already mentioned in the first docu- 
ment conserved, an inventory compiled in 1794 by the restorer Pietro 
Edwards, Manfrin's collaborator and consultant (Abbozzi catalogo Galle- 
ria manfriniana 1794); It then appears in another inventory dated 1834, 
compiled after the death of Pietro Manfrin, Girolamo's son, at the time 
of the transfer of his property to his sister Giulia Angela Giovanna. Both 
documents mention the existence of a pendant depicting The Multiplica- 
tion of the Loaves, currently untraced. 


The dispersal of the Manfrin collections began around the middle of the 
19th century, with a first sale held in Venice in 1856, followed by fur- 
ther auctions in Paris (1870) and Milan (1897). The works were fought 
over by eminent private collectors, especially British and American, and 
by the most important European museums: the National Gallery and 
he Louvre entered into negotiations with the Manfrin heirs to buy 
blocks of the collection. However, a considerable number of paintings 
remained at home, acquired by the Gallerie dell'Accademia in Venice. 


For the present canvas, as recalled in Francesco Zanotto's volume on 
the history of Venetian painting published in 1880, ‘the two paintings, 
ruly distinct, one with the Birth of Jesus, the other with the Multiplica- 
tion of the Loaves’ from the Manfrin gallery ended up in Spain, where 
hey possibly have been sold at auction. 
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Lodewijk de Deyster 

(Bruges 1656-1711) 

After the hunt, landscape with game and a sleeping dog, 
indistinctly signed lower left: L. de Deyster f., 
oil on canvas, 118 x 148.5 cm, framed 

€ 20,000 — 30,000 US$ 21,600 — 32,300 
Provenance: 


Clare Jekyll, Dowager Lady Henley of Chardstock (1838-1922); 
Private European collection 


This exquisitely painted still life by the Fleming Lodewijk de Deyster is 
a unique work within the master’s oeuvre. Indeed, only one other hunt- 
ing still life by his hand is listed in the database of the RKD, The Hague 
under no. 1113256. The refined treatment of the still life subject here 
is reminiscent of the works by de Deyter’s Dutch contemporary, Jan 
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Weenix (1641/49-1719). Like Weenix, de Deyster's considerable talent 
lies in his ability to depict texture, notably the furs and feathers of the 
various animals. In the late-seventeenth and early-eighteenth centuries, 
hunting was exclusively the privilege of the nobility and it was illegal 

for the increasingly wealthy mercantile class to participate in the sport. 
Accordingly, paintings such as this were highly popular among the aristo- 
cratic class, lending them a mark of social prestige. 


De Deyster was primarily known as a history painter, draftsman, 
engraver and musical instrument maker. Active in Bruges, he made a 
formative trip to Italy, returning home in 1688 and bringing with him a 
flamboyant, Roman Baroque style. De Deyster was also a harpsichord, 
violin and organ builder. In 1707, he was commissioned to complete the 
acob van Eynde organ in St. Anne's Church in Bruges, as well as the 
organs for the church of the Holy Cross and for the Bogarden Chapel. 
According to contemporary reports, his passion for making musical 
instruments instead of painting reduced him to poverty. 
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Gabriele Bella 

(Venice 1730-1799) 

Regatta in honour of Frederick Christian (1722-1763), Prince Elector of 
Saxony, 1740 on the Grand Canal, Venice, 
oil on canvas, 94 x 147.5 cm, framed 

€ 60,000 — 80,000 US$ 64,700 — 86,200 
Provenance: 

commissioned by Andrea Querini Stampalia (1757-1825), around 1779; 
with Giuseppe Bellesi, London; 

where acquired by the present owner 


The present painting is registered in the Fototeca Zeri under no. 68278 
(as Gabriele Bella). 


We are grateful to Dario Succi for endorsing the attribution of the 
present painting and for his help in cataloguing this lot. He dates this 
work to between 1780-1790. 


In 1740 Frederick Christian, Prince Elector of Saxony and son of King 
Augustus Ill of Poland arrived in Venice, at the end of his Grand Tour 
of Italy. The young royal, who was partially paralysed due to an early 
childhood brain injury, was sent by his parents to the best convalescent 
centres in Italy. Officially, he was supposed to travel anonymously under 
the pseudonym of Comte de Lusace, however he enjoyed celebrity 
status and was recognised. Ceremonies and festivals were held in his 
honor, including a regatta on the Grand Canal in Venice on 4 May 1740, 
depicted here in the present painting. 


Contemporary sources describe the events in honor of Frederick Chris- 
tian, especially the main event, a regatta on the Grand Canal under the 

title The Triumph of Neptune. The participating boats and gondolas were 

preciously decorated by some of the leading Venetian artists of the 
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time, among them Giambattista Tiepolo and Antonio Joli, representing 
‘Neptune's palace on a steep mountain, resting on the back of a sea mon- 
ster’, ‘Saxony, with the Hanging Gardens of Flora, celebrated by the Adria’, 
‘Saxony crowned by Polonia’, ‘Apollo with two horses and Aurora’, ‘Peace 
triumphing over discord’ etc. (see C. Conte di Prata, La Regata di Venezia. 
Composizione poetica in dialetto veneziano, Venice 1856, p. 52). 


The present painting depicts the chariots of ‘Venus, pulled by two pigeons’ 
on the right and ‘Endymion with the dogs’ on the left. By choosing this 
composition, Bella freely follows Giuseppe Baroni's print after The Rega- 
ta in Honour of Frederick IV, King of Denmark and Norway by Luca Carle- 
varijs (J. Paul Getty Museum, Los Angeles, inv. no. 86.PA.599). In the 
present composition the scene is animated by the colorful boats and 
their oarsmen. The predominating complementary contrasts of red and 
blue run through the entire composition. 


The painting was commissioned together with other paintings by the 
erudite bibliophile and Venetian patron Andrea Querini Stampalia 
(1710-1795) around 1779, 67 of which are still conserved in the Pina- 
coteca della Fondazione Scientifica Querini Stampalia, Venice. The col- 
ection was dedicated to Venetian celebrations, ceremonies and vedute 
and was originally destined for Querini’s residence at Santi Quaranta, 
Treviso. In 1791 Querini inherited further paintings by Gabriel Bella 
from the collection of the deceased Girolamo Ascanio Giustinian, which 
originally decorated the Villia Giustinian at Campodipietra. 


Gabriele Bella belonged to the second generation of Venetian vedutisti, 
whose early work was strongly influenced by the oeuvres of Canaletto 
and Bellotto. Probably the most famous works by the artist, who 
entered the painters’ fraglia around 1760, are the aforementioned lively 
scenes of Venetian life in the Fondazione Querini Stampalia, Venice. As a 
protégé of the powerful Giustiniani family, in whose palazzo he resided 
for many years, Bella produced a great variety of views depicting Vene- 
tian life. 
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Pietro Rotari 

(Verona 1707-1762 Saint Petersburg) 
A young woman crying, 

oil on canvas, 46 x 36 cm, framed 

€ 30,000 — 40,000 US$ 32,300 — 43,100 
Provenance: 

possibly collection of Paolo Rotari, the artist's brother, Verona; 

possibly thence by descent to his son; 

Estate Félicien (according to an inscription on the reverse); 

acquired in Venice, 1834 (according to an inscription on the reverse); 
art market, Italy; 

where acquired by the present owner 


We are grateful to Enrico Lucchese for endorsing the attribution of the 
present painting and for his help in cataloguing this lot. 


The present painting bears inscriptions on the reverse, which refer to 
its Venetian provenance, before 1834 and it is possible that this painting 
originally belonged to a group of portraits and genre figures in half- 
ength, inherited by the painter's brother Paolo in Verona, which was 
dispersed soon after the death of Paolo's son in 1831 (see P. Delorenzi, 
in: F. Magani et al. [eds.], I Settecento a Verona. Tiepolo Cignaroli Rotari, la 
nobilta della pittura, Milan 2011, p. 212). 
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Rotari’s production of figures in half-length, especially women, always 
presenting differing and varied emotions, is documented from as early 
as the summer of 1749, when Scipione Maffei of Verona records in his 
collection a ‘donna piangente’ [‘crying woman’] and another ‘sorridente’ 
[‘smiling’] (see S. Maffei, Epistolario (1700-1755), ed. by C. Garibotto, Il, 
Milan 1955, p. 1248). It was only later, during his sojourns at the courts 
of Vienna and Dresden that Rotari began consistently producing this 
type of paintings, which are stylistically close to the pastels of Rosalba 
Carriera and Jean-Etienne Liotard, which were similarly collected by his 
aristocratic patrons. 


Rotari’s success in Poland at the court of Augustus Ill was followed 

by his summons to Saint Petersburg in 1756 by the Russian Empress 
Elizaveta Petrovna. Some forty paintings left in his studio in Russia were 
returned to his brother Paolo in Verona, while another thirty-two can- 
vases were inherited by Catherine Il. In 1764 she commissioned 360 
‘character portraits’ for the decoration of the Cabinet of the Muses and 
Graces at the Peterhof Palace. The present painting relates to a variant 
in the Galleria Nazionale d'Arte Antica, Rome, which probably dates to 
the artist's Russian period. 


The present work, with its bright, luminous palette and refined brush 
work anticipates a rise of neoclassical sensibilities which might be traced 
to the publication of ‘Thoughts on the Imitation of Greek Works in 
Painting and Sculpture’ by Johann Joachim Winckelmann in 1755, which 
coincided with the last year of Rotari’s residence in Dresden. 
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Gaspare Traversi 

(Naples 1722-1770 Rome) 

Card players, 

oil on canvas, 73.5 x 98 cm, framed 


€ 150,000 — 200,000 US$ 161,600 — 215,500 


Provenance: 
art market, mid 2000s; 
where acquired by the present owner 


Literature: 
G. Forgione, Gaspare Traversi, Soncino 2014, p. 200, no. A129, illustrated 
p. 139, pl. LXXVI 


A consummate storyteller, Gaspare Traversi reflected the social dynam- 
ics of his era depicting scenes from everyday life, often lampooning 

the behaviour of the figures he depcited, as is apparent in the present 
painting. 


A company has gathered around a table to play cards and the focus is 


on the lady on the right, dressed in yellow, who smiles as she plays a 
card. She is clearly heeding the advice of the old woman at her shoul- 
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der. Two of her companions, a young woman in blue and a young man 
in red are clearly aware that she is cheating. The young man appears 
affronted, while the young woman looks at her with a mixture of 
annoyance and admiration. Across the table, an older man remains 
engrossed in his own cards, smilingly oblivious to the underhand play 
aking place. The blatant dishonesty of the card player, tempted to cheat 
by the older woman behind her, casts doubt on the character's value 
and as such imbibes the present composition with a moralising message. 


Nicknamed the ‘Italian Hogarth’, Traversi abandoned the Baroque and 
Rococo mainstream of the eighteenth-century Neapolitan art, to return 
o the joyful, and often satirical tradition of worldly entertainment. 

His early style, which had much in common with that of the elderly 
Francesco Solimena to whom Traversi was apprenticed, later gave way 
to the influence of the naturalist painters of the previous generation: 
Caravaggio, Preti, Caracciolo, Ribera and Filippo Vitale, whose works he 
studied closely. 


With his works, Traversi is visibly moving on the threshold of the new 
era of Enlightenment, in which the laws of the individual are slowly 
taking the place of clerical and feudal orders. He is interested in what 
can actually be observed in this world, in the colourful and sometimes 
quite coarse everyday life — a practice which gives his painting a timeless 
effect. 
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Andrea Locatelli 

(Rome 1695-1741) 

Jacob's journey to Canaan, 

oil on canvas, 97.5 x 134.5 cm, framed 
€ 40,000 — 50,000 US$ 43,100 — 53,900 
Provenance: 

Vicar & Churchwardens of the Parish Church All Saints, Bakewell, 
England (according to a label on the reverse); 

Mario Lanfranchi collection, Rome; 

Private collection, Parma; 

Private collection, Turin; 

art market, Rio de Janeiro; 

where acquired by the present owner 


Exhibitions: 
Sheffield, Sheffield City Art Galleries, Local Heritage, 17 April - 17 May 
1970, no. 5 (according to a label on the reverse) 
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Andrea Locatelli was one of the most important landscape painters in 
Rome during the first half of the 18th century and his corpus of works 
were significant for the development of the genre, influencing artists 
including Claude Joseph Vernet and Hubert Robert. Locatelli's patrons 
included the papal court and Roman collectors such as the Cardinals 
Pietro Ottoboni and Alessandro Albani, and the Princes Ruspoli and 
Colonna. For the Colonna family the artist painted more than 80 works. 


The present painting represents the history of Jacob as told by the Book 
of Genesis, with Jacob fleeing from Haran with his two wives Rachel 
and Leah and the flock he took away from Laban. The painting was 
conceived together with a pendant representing a Landscape with Joseph 
being sold by his brothers, published by Andrea Busiri Vici (Andrea Locatelli 
e il paesaggio romano del settecento, Rome 1976, no. 69). The two 
canvases share the same dimensions and a similar composition, with a 
group of trees on one side and a wide view of the Roman countryside. 
Locatelli’s works played an important role in creating eighteenth-century 
myth of the ‘campagna romana’. 
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Pier Francesco Mola 

(Coldrerio 1612-1666 Rome) 

The Meeting of Jacob and Rachel, 

oil on canvas, 98.7 x 147 cm, framed 
€ 40,000 — 50,000 US$ 43,100 — 53,900 
Provenance: 


Scardeoni Collection, Lugano; 
where acquired by the present owner 


Exhibited: 
Lugano, Museo Cantonale d'Arte, Pier Francesco Mola. 1612-1666, 23 
September — 19 November 1989, no. 1.4; 

Rome, Musei Capitolini, Pier Francesco Mola. 1612-1666, 3 December 
1989 - 31 January 1990, no. 1.4 


Literature: 
L. Laureati, in: M. Kahn-Rossi (ed.), Pier Francesco Mola 1612 — 1666, 
exhibition catalogue, Milan 1989, p. 148, cat. no. ۱4 illustrated p. 152; 

F. Petrucci, L. Piu, Indice dell'opera pittorica del Mola, in: F. Petrucci (ed), 
Mola e il suo tempo. Pittura di figura a Roma della Collezione Koelliker, 
exhibition catalogue, Milan 2005, p. 243, no. 57; 

F. Petrucci, Pier Francesco Mola (1612-1666). Materia e colore nella pittu- 
ra del '600, Rome 2012, p. 298, no. B34, illustrated 
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The present painting depicts a Biblical episode described in the book 

of Genesis: Rachel, was sent by her father Laban to graze and water 
their flock and was helped in the task by Jacob, her future husband who 
moved a heavy stone which was covering a well. The scene is framed by 
a wide classical landscape reminiscent of those of Carracci, with a high 
mountain in the far distance. 


Born in the province of Ticino, a canton of Switzerland, Pier Francesco 
Mola moved to Rome as a young boy when his father was appointed 
architect to the Camera Apostolica. He entered the Roman studio of 
Cavaliere d'Arpino at a young age, and later worked in Bologna as an 
assistant to Francesco Albani. 


Mola was also influenced by Pietro Testa, who he met in Lucca in 1637, 
as well as Giovanni Francesco Barbieri, il Guercino, in whose Bolognese 
studio he may have spent time in the 1640s. Mola's most characteristic 
works are small scale cabinet and gallery pictures created for private 
collectors, with themes drawn from the Bible, classical mythology or 
modern poetry, usually set in landscapes inspired by the Venetian and 
Emilian schools of painting and marked by an intensely poetic and 
romantic mood. 


This work has been considered to date from the early period of Molas 
career, however, the presence of stylistic influences apparently derived 
from Guercino has led to the suggestion that the painting was executed 
by Mola during the second half of the 1640s. 
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Attributed to Alexandre-Francois Desportes 

(Champigneulles 1661-1743 Paris) 

A pheasant and a grey partridge, figs and a painted Imari bowl with 
apricots on a stone ledge; and 

Sandpipers and partridges, a basket with peaches and plums, beside 
apricots on a stone ledge, 

oil on canvas, each 101.5 x 81.5 cm, framed, a pair (2) 

€ 20,000 — 30,000 US$ 21,600 — 32,300 
Provenance: 

Private European collection 
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The present compositions relate to a signed pair of paintings by Alex- 
andre-Francois Desportes in the Galleria Sabauda, Turin (inv. nos. 474, 


The present pair of rich still lifes of fruit and game relate to the com- 
positi 


ons of the two canvases of similar size, commissioned in 1727 
Alexandre-Francois Desportes by Victor Amadeus II of Savoy to 
rate the castle of Rivoli. A few years later, the Rivoli paintings were 
ferred to the Royal Palace of Turin by Charles Emmanuel Ill and 

in the 19th century, they were placed in Palazzo Madama. Today 
are part of the collections of the Galleria Sabauda (inv. nos. 474, 


495; 


he paintings measure 100 x 75 cm). 
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er from France, into the other European courts. Desportes was 
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ing portraits of royal dogs and hunting sub- 
riod onwards, Desportes established himself 
of achieving extraordinary decorative effects 
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ithfully reproducing nature and its elements 
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scenes and his depictions of animals and plants also derive from a 


rts. In Paris, Desporte 


ered by a member of 


rom life, as evidenced by his sketchbooks. 


ike their Dutch predecessors, this pair of still life paintings celebrate 
uty and opulence, without being overshadowed by symbolism, works 
as these were therefore much in demand 


by sovereigns and their 
5 work was commissioned not only by Louis 


but also by other important collectors such as Philip II d'Orléans and 
Duc d'Antin, Superintendent of the Bátiments du Roi. Given the Turin 


gs presented here, it is possible that they were 
the Savoy court to emulate the choices of Vic- 


Amadeus ll: This emu 


whi 


ation was a common and documented practice 


ch also occurred for portrait cycles, or series of allegorical works. 


128 - 

Attributed to Joseph Máhler 
(Koblenz-Ehrenbreitstein 1778-1860 Vienna) 
Portrait of a gentleman with a guitar, 

oil on canvas, 80.5 x 63 cm, framed 

€ 6,000 — 8,000 US$ 6,500 — 8,600 
Provenance: 

Private collection, Vienna, 19th Century; 

thence by descent to present owner 


Exhibited: 
Caracas, Casa Segnini, Exposición de Arte Antiguo, 1941, cat. no. 4 (as 
Anton Graff de Winterthur) 


Literature: 
Exposición de Arte Antiguo, exhibition catalogue, 1941, p. 4-5, no. 4 (as 
Anton Graff de Winterthur) 


We are grateful to Helmut Börsch-Supan for suggesting the attribution 
on the basis of a photograph. 
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This highly engaging portrait of an elderly gentleman playing a guitar is a 
fine example of the series of portraits showing contemporary musicians 
and composers by the German artist, Joseph Willibrord Mahler. Mahler 
trained for three years with the successful portrait painter Anton Graff 
(1736-1813) in Dresden, before later moving to Vienna in 1803 to 
udy at the Academy of Fine Arts. As a painter the artist is widely 
nown for his portraits of the world-renowned composer Ludwig von 
Beethoven (1770-1827), with whom he became acquainted in Vienna 
and of which a fine example is preserved in the collection of the Wien 
Museum, Vienna (inv. no. 104650). Between 1814 and 1815 the artis 
portrayed other composers as well and according to the Friedensblatter 
magazine of 1815, Mahler originally compiled this series for his own pri- 
vate collection. The majority of these works are currently conserved in 
the collection of the Gesellschaft der Musikfreunde, Vienna. The present 
portrait remains unidentified but was probably painted around the same 
time as this series and could very well represent another contemporary 
composer. 


n 
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129 - 

Michel-Ange Houasse 

(Paris 1680-1730 Arpajon) 

Portrait of King Ferdinand VI of Spain when Infante, holding the Order 
of the Saint Esprit and the Golden Fleece, 

inscribed lower right: ferdinan de bourbon/in fan de Spagne/nee le 17..., 
oil on canvas, 81 x 65 cm, framed 


€ 15,000 — 20,000 US$ 16,200 — 21,600 


We are grateful to Gloria Martínez Leiva for confirming the attribut 
Her written report accompanies the present painting. 


on. 


Seated on a richly embroidered cushion on a carpet interwoven with 
silver and gold, the infant prince and future king is depicted, in this 
hitherto unpublished portrait, in a highly unusual way. In striking con- 
trast to the surrounding splendour, he is portrayed as a naked young 
child holding two of the highest chivalric orders of the kingdom, the 
Golden Fleece and the St. Esprit. Amplifying this contrast of royal power 
and childlike innocence are the warm, golden hues of the surroundings, 
and the silvery, cool flesh tones and blue eyes of the prince. This is a 
colouristic device Houasse used in other portraits, such as the contrast 
between the cold tones of the sitter’s robes and warm colours of the 
décor in his portrait of Luis | in the Prado (Madrid, Museo del Prado, oil 
on canvas, 172 x 111 cm, inv. no. P002387). 


Iconographically this type of portrait of infants is reminiscent of earlier 
Baroque depictions of the Infant Christ, established at the court of 
Louis XIV in the late 17th century. There is a similar portrait of the 
Infant Charles, eldest son of Philip V and Isabella Farnese, in which the 
child is seated on a red velvet cushion (see E. Puerto de Mendoza, La 
difícil búsqueda de un pintor de corte: Michel Ange Houasse y Andrea Pro- 
caccini retratistas de Felipe V, in: Philostrato. Revista de Historia y Arte, 
no. 10, 2021, pp. 37-38). The present painting belongs to a group of 
rare portraits by the French artist Michel-Ange Houasse made for the 
newly established Bourbon court in Madrid in the years immediately 
following his arrival there in February 1715. 


Following the end of the War of the Spanish Succession, King Philip ۷ 
urgently needed a capable painter to help spread the image of his family 
as means of dynastic propaganda. However, there were few artists who 
could meet the requirements for this vital role. Juan García de Miranda 
and Miguel Jacinto Meléndez were active for the court, but their some- 
times coarse and inelegant likenesses lacked the polished refinement the 
Bourbons, who were accustomed to the splendid creations of a Rigaud 
or Mignard, desired. 


In a letter written in 1712, Queen Maria Luisa Gabriella of Savoy, wife 
of King Philip V. complained: ‘If we had some good painters in Spain, | 
would not have expected your request to send you our portraits; But, in 
truth, the ones that have been made us so far are all so bad that | have 
not been able to. My mother has been making the same request to me for 
a long time, and | replied that | hoped to be able to send one to her soon, 
because once we have a quieter time, which we will have soon, God willing, 
we will bring a painter from France’ (see Y. Bottineau, El arte cortesano en 
la España de Felipe V (1700-1746), Madrid 1986, p. 334). 
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Philip Vs financial adviser, Jean Orry, appears to have been instrumental 
in hiring Houasse, who was already considered a ‘famous painter’ (see 
J. J. Luna Fernández, Houasse en la Corte de Madrid. Notas y documentos, 
in: Anales del Instituto de Estudios Madrileños, XVIII, 1981, p. 4). The 
son of the painter René-Antoine Houasse, a disciple of Le Brun, he 
learned from his father and at the Paris Academy, where he received a 
full training. He must have spent time in Italy between 1699 and 1704 
and subsequently returned to Paris, becoming a member of the Aca- 
demy in 1707. His early works for the Royal family in Madrid combine 
seventeenth century Spanish sobriety and French decorative trends of 
he end of Louis XIV’s reign in a fashionable grand manner. Juan José 
Luna has identified a portrait of Louis of Bourbon in a private collection 
as potentially the first Royal portrait made by Houasse in Spain. In that 
portrait, Louis of Bourbon wears short hair, without wig, and holds, as 
in the present painting, the Golden Fleece and the band of Saint-Esprit. 
The inscription on the canvas reads ‘Louis de Boubon [sic!] Princes Dastur 
/ Naie le 24 de Agust 1707" (see J. J. Luna, Michel-Ange Houasse retratista, 
in: El arte en las Cortes Europeas del siglo XVIII, congress Madrid/Aranjuez 
1987, congressional papers, Madrid 989, pp. 393 and 400). 


n the present portrait, the Infant Ferdinand appears to be little more 
than a year in age. Ferdinand was born on 23 September 1713. The 
French inscription with this date gives a further indication of the artists 
nationality. A portrait of the Infant Philip Peter of Bourbon appears to 
have been executed at around the same time. On his chest he wears, 
with a red bow, the insignia of the Golden Fleece, and on his torso 

he sky-blue band and cross of the Royal Order of Saint-Esprit. At his 
feet, there is again an inscription that identifies him ‘Filipe de Bourbon 
Infan despagne naie le 7 / iuin / 1712’ (see J. Jordán de Urries y de la 
Colina, Michel-Ange Houasse, Infante Felipe Pedro de Borbón, in: El retrato 
en las Colecciones Reales, exhibition catalogue, Madrid 2014, cat. no. 53, 
pp. 309-312). The present painting, considering the age of the sitter, 
must have been painted immediately following the arrival of Houasse in 
Madrid in March 1715, making it a potential contender for his first Royal 
commission. 


Gloria Martínez concludes in her study, comparing Philip Peter and 

the present portrait: 'Both the insignia worn by the infant, as well as the 
inscription that identifies him and provides his date of birth, as well as his 
childish face full of grace and vividness, put this work in direct relation to 

the one under study here. The badges that Ferdinand wears are identical, 
but instead of wearing them on his naked body, the boy holds them in his 
hands. The inscription provides exactly the same information as the one we 
have just seen, the name, position as infant of Spain and date of birth. But 
perhaps what is most striking is the great resemblance of the children. Their 
childish faces and the depth of their blue eyes are almost the same. This tells 
us not only of the fraternal resemblance of both, but also that the paintings 
were made by the same hand, which modeled with sweetness and care their 
childish features.’ 


Ferdinand VI, called the Learned (el Prudente) and the Just (el Justo), was 
King of Spain from 9 July 1746 until his death. He was the third ruler 
of the Spanish Bourbon dynasty. He was the son of Philip V, and his 
first wife Maria Luisa of Savoy. Ferdinand VI's reign proved peaceful, as 
he avoided involving Spain in any European conflicts. Moderate changes 
to Spain were initiated under the king, including reforms of taxation, 
advance commerce, and the Spanish navy. 
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130 

Johann Georg Platzer 

(St. Michael/Eppan 1704-1761) 

An interior with elegant figures playing cards and merry-making, 
oil on panel, 38 x 47.5 cm, framed 


€ 40,000 — 60,000 


Provenance: 

Sir Berkeley Digby George Sheffield, 6th Bt. (1876-1946), Normanby 
Park, Scunthorpe, Lincolnshire; 

sale, Christie's, London, 16 July 1943, lot 102, when offered as a pair 
(75 gns. to Soldman); 

Dr. Georg Scháfer-Stiftung (1896-1975), Schweinfurt (according to a 
label on the reverse); 

sale, Neumeister, Munich, 27 February 1999, lot 13 (84,000 DM); 
sale, Christie's, London, 4 December 2013, lot 190 


At the time of the 2013 sale, Dr. Christina Pucher confirmed the attri- 
bution to Johann Georg Platzer on the basis of photographs. 
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US$ 43,100 — 64,700 


This vibrant panel depicting a boisterous crowd of merrymakers, musi- 
cians and card players was painted by the most important exponent 
of the Austrian Rococo style, Johann Georg Platzer. Platzer's cultivated 
bourgeoise public was fascinated by the virtuoso manner, lively colours 
and innumerable details of his compositions. Indeed, the present paint- 
ing exemplifies Platzer's ability at producing richly detailed works with 
a particular precision devoted to the rendering of contrasting textures 
and fabrics. 


D 


Platzer’s eclectic paintings in cabinet format met the practical require- 
ments of collecting, which sought increasingly to provide for the fashion- 
able trappings of intimate private rooms. The present composition was 
clearly popular, since the artist repeated it in both horizontal and verti- 
cal formats with slight variations, including a version that last appeared 


with its pendant on the Belgian art market in 2020 (see sale, Bernaerts 
Auctioneers, Antwerp, 8 December 2020). 
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131 

Jean-Étienne Liotard 

(Geneva 1702-1789) and 

Frédéric Dumesnil 

(Brussels circa 1710/1 7—1791) 

Portrait of Empress Maria Theresia, Queen of Bohemia and Hungary 
(1717-1780); and 

Portrait of Emperor Franz | Stephan, Duke of Lorraine (1708-1765), 
pastels on vellum, each 67 x 55 cm, framed, a pair (2) 

€ 8,000 — 12,000 US$ 8,600 — 12,900 
Provenance: 

Collection of Leopold Philippe, Duc d Arenberg (1690-1754), Brussels, 
probably received as Imperial gift; 
by descent to his son Charles Marie Raymond, Duc d' Arenberg (1721- 
1778), Brussels and mentioned in the Arenberg Archives under a pay- 
ment to court painter Frédéric Dumesnil for restoration: ‘Repeint deux 
portraits de Leurs Majestés impérials, en pastel, qui étaient tout gátés, 7 % 
jours, le 9 may 1752, 24 fl. 9s., 9d. (see E. Laloire in literature); 

by descent in the Arenberg family to Engelbert Charles, Duc d’ Aren- 
berg (1899-1974) and Mathilde d’ Arenberg, née Callay (1913-1989), 
Monaco; 

by whom left to the late brother of the present owner 


Literature: 
E. Laloire, Seigneurie d’ Enghien. Documents & Notices concernant l'histoire 


a 


de la seigneurie d Enghien, Enghien 1914/22, p. 172; 

N. Jeffares, Dictionary of Pastellists before 1800, Frédéric Dumesnil, online 
version, updated 30 May 2022, p. 1; 

N. Jeffares, Dictionary of Pastellists before 1800, Jean-Étienne Liotard — 
Part Ill: Named sitters F-L, online version, updated 18 September 2023, 
p. 2, no. J.49.1488 (as replica, presumed autograph); 

N. Jeffares, Dictionary of Pastellists before 1800, Jean-Etienne Liotard — 
Part IV: Named sitters M-R, online version, updated 5 September 2023, 
p. 4, no. J.49.2001 (as replica, presumed autograph) 


We are grateful to Neill Jeffares for his assistance in cataloguing this lot 
on the basis of photographs. 


Having remained in the family of their first owner Leopold Philippe Duc 
d' Arenberg, Brussels, the present pair of pastels have only recently 
come to light and were hitherto unknown. They are likely to have been 
an Imperial gift to the Duc for his loyal service to the Habsburg court 
as commander in chief of the Austrian Netherlands and for his merits in 
the War of the Austrian Succession. After the death of Leopold Philippe 
in 1754, the pastels passed on to his son Charles Marie Raymond Duc 
d’ Arenberg, who too served as commander to the Austrian empire. 


In 1758 Charles lead the successful battle against Frederik the Great of 
Prussia and was subsequently granted the Grand Cross and the Order 
of Maria Theresia. Obviously, Charles had the pastels restored by the 
Arenberg court painter Frédéric Dumesnil, as payment for such work is 
recorded in the records of the Arenberg family on the 9 May 1752. 


The pastels are among numerous portraits of the sitters at half lengths 
produced by Jean Etienne Liotard during his first visit to Vienna in 
1743/45 and to be distributed among allies and other strategical con- 
tacts within the Empire. In his autobiography is recorded how upon 
this first visit Liotard portrayed Empress Maria Theresia and her hus- 
band, her mother Empress Elisabeth, her sister and her husband Prince 
Charles of Lorraine and the Archduchess. 


The composition of the portrait of the Empress is based on the pastel 
of 1743/44, now in Ebenthal, Austria, of which the pendant is lost, 

but which is recorded in the engravings by J.C. Reinsperger (see M. 
Roethlisberger et.al., Liotard: Catalogue, Source et Correspondance, 
Doornspijk 2008, cat. nos. 108, figs. 158/161; and cat.nos. 109/110, figs. 
159/160). The Empress is here portrayed wearing a blue velvet dress 
with lace collar and broderie in yellow on the front, an ermine lined 
cape and a diadem. Several other versions are known, among which is a 
version conserved in the Museum Mayer van den Bergh, Antwerp (inv. 
no. MMB.0175). The portrait of Franz Stephan follows the model such 


as seen in the pastel of 1745, now in the Schlossmuseum, Weimar, (inv. 
no. G66). The Emperor is here represented in full armour, wearing the 
Order of the Golden Fleece, and a wig, the Imperial crown by his side. 
And here too the present portrait is known in other versions (see the 
ist in Roethlisberger, op.cit., p.311). 


ean Etienne Liotard’s activity in Vienna is well documented in his autobi- 
ography. He arrived in the city from Turkey in September 1743 and was 
immediately received at court the next day to meet with the Grand 
Duke, and not much later, with the Empress herself. Liotard’s success 
was that he introduced a standard model of portrait at half-length with 
he sitter in three-quarter to the right, without hands. This model could 
be varied according to the purpose. In the present pair for instance, 
Maria Theresia is shown in regal robes but without crown, while Franz 
Stephan is shown in full armour and with the Imperial crown. 


Based on their fine quality and their records in the Arenberg books, 
Neill Jeffares, judging from high resolution photographs, considers the 
present pastels as originals by Liotard, albeit restored by the Arenberg 
court painter Frédéric Dumesnil in 1752. Dumesnil is now a forgotten 
artist. However his activity for the Dukes d’ Arenberg is well document- 
ed in the records and consisted of Views of Enghien, the family estate, 
as much as portraits and history scenes. He also acted as agent pur- 
chasing works of art (see E. Laloire, op.cit., 1914/22, pp. 172-177). 
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Johann Georg Weikert 

(Vienna 1745-1799) 

Portrait of Archduchess Marie Christine, Duchess of Teschen (1742— 
1798), holding a fan, 

signed and dated on the plinth centre left: J| Weikert / gemalt 1778., 
oil on canvas, 118 x 98 cm, unframed 


€ 12,000 — 15,000 US$ 12,900 — 16,200 


Provenance: 
Königliche Garde-Meubles-Verwaltung (1882-1910), Dresden (inv. 
no. Cap. |.A.a, Nr. 180); 

Verein Haus Wettin Albertinische Linie (inv. no. VHW 1928, Cap. | A, 
Nr. 223); 

after 8 May 1945 confiscation and expropriation of House Wettin 
property, allocated to the Staatliche Kunstsammlungen, Dresden; 
restituted to the Verein Haus Wettin Albertinische Linie in 1999; 
European private collection 


We are grateful to Georg Lechner for confirming the attribution of the 
present painting. 


This resplendent portrait of Archduchess Marie Christina is a char- 
acteristic example of the portraiture by the Habsburg court painter, 
Johann Georg Weikert. Enriched by strong colours and embellished with 
sumptuous fabrics and lace, the present painting recalls other works 

by Weikert, among them the Portrait of Archduchess Maria Carolina 
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(1752-1814) conserved in the Kunsthistorisches Museum, Vienna (inv. 
no. 2734) and the Portrait of Francesco Conte Algarotti (1712-1764) in 
the Residenzgalerie Salzburg (inv. no. 264). Weikert worked as a pupil of 
the famous Swedish-Austrian painter Martin van Meytens (1695-1770) 
at the Habsburg court in Vienna, where he produced numerous por- 
traits of the Viennese aristocracy. Many of the portraits by Weikert are 
now dispersed in various key collections, including the Galerie Belvedere, 
Vienna; the Hungarian National Museum, Budapest; and the Palace of 
Versailles. 


Maria Christina was the fifth child of Empress Maria Theresa of Austria 
and Francis |, Holy Roman Emperor, and was considered the Empress’ 
favourite child, as seen in the letters that the Maria Theresa wrote 

to her. Certainly, her tutors considered her to be the brightest of 

he Habsburg children, moreover she displayed a proven talent as an 
accomplished painter — her portrait of the Imperial family celebrating 
Saint Nicholas still hangs in the Schónbrunn Palace, Vienna. In 1766, 
Maria Christina was allowed to marry for love, a prospect that was 

not allowed to the other children. Her choice was her second cousin, 
Prince Albert of Saxony (1738-1822), the son of Maria Theresa's cousin 
Maria Josepha and the King of Poland. The couple received the Duchy 
of Teschen, and she was appointed Governor of the Austrian Nether- 
ands jointly with her husband during 1781-89 and again 1791-92. They 
shared a common interest in art and soon began acquiring drawings and 
engravings together, the collection of which was to become the famous 
Albertina collection, one of the largest and finest of old master prints 
and drawings in the world. 
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Francesco Guardi 

(Venice 1712-1793) 

Capriccio with a ruinous arch and a villa in the background, 
oil on canvas, 30.7 x 50.8 cm, framed 
€ 30,000 — 40,000 US$ 32,300 — 43,100 
Provenance: 

with Frank T. Sabin, London; 

with Knoedler Galleries, New York, 1925, no. 16159; 

Collection of A. E. Hamill (1909-1999), Asheville, since 1925 (bought 
for 3,084 $); 
thence by descent to his daughter Judith Hamill, Chicago; 

sale, Sotheby's, New York, 30 January 1997, lot 172 (as Francesco Guardi); 
sale, Christie’s, New York, 28 January 2009, lot 85 (as Francesco Guardi); 
where acquired by the present owner 


Exhibited: 
Springfield, Michele and Donald D'Amour Museum of Fine Arts, Fran- 
cesco Guardi, 20 February — 21 March 1937, cat. no. 10 (as Francesco 
Guardi); 
North Carolina, The Ackland Art Museum, on loan, 25 September 
1977 — 24 September 1992, no. L1977.57.1 (as Francesco Guardi); 
North Carolina, The Ackland Art Museum, Classical Subjects and Styles: 
The Abundant Tradition, 29 June — 2 September 1984 (as Francesco 
Guardi); 
North Carolina, The Ackland Museum, Exhibition of Paintings and Sculp- 
tures in Collection, 15 May — 6 September 1987 (as Francesco Guardi) 
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Literature: 
J. L. Clarke Jr (ed.), Francesco Guardi, 1712-1793, exhibition catalogue, 
Springfield 1937, no. 10; 

R. Pallucchini, I disegni del Guardi al Museo Correr di Venezia, Venice 1943, 
p. 56, mentioned under no. 138 (as Guardi); 

L. Rossi Bortolatto, Lopera completa di Francesco Guardi, Milan 1974, p. 
112, no. 389 (as Francesco Guardi, circa 1770); 

A. Morassi, Guardi. Lopera completa di Antonio e Francesco Guardi, Venice 
1975/1984, vol. |, pp. 280, 492, cat. no. 978, vol. Il, fig. 870 (as Franc 
esco Guardi) 


The present painting was once part of a series of four capricci (see Op. 
cit Morassi 1975/1984, cat. nos. 854, 863 and 980). When describing 
another painting in the set, Morassi states: ‘come gli altri dipinti di questa 
serie la presente e opera bellissima’ [like the other paintings of this series, 
the present is an outstanding work] (op. cit Morassi 1975/1984, p. 470). 
He notes the particularly bold brushwork and the strong coloring of the 
present painting, which he dates to between 1760-1770. A preparatory 
drawing for the present work is conserved in the Museo Correr, Venice 
(see op. cit. Pallucchini 1943, p. 56, cat. no. 138). 


Francesco Guardi was one of the great masters of Venetian vedutisimo, 
view painting. He trained in the family studio with his elder brother 
Gian Antonio and spent his entire life in Venice. Initially was a history 
and genre painter, a portraitist and only later a painter of landscapes 
and capricci. His great acclaim arrived at an advanced stage of his career, 
probably around the mid-1750s, when he began to dedicate himself to 
vedute, view painting. 
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Francesco Zanin 

(Nove 1824-1884 Venice) 

Isola di San Giorgio Maggiore, Venice, 
oil on canvas, 43 x 63 cm, framed 

€ 30,000 — 40,000 US$ 32,300 — 43,100 
Provenance: 

sale, Christie's, South Kensington, 28 February 2002, lot 128 (as Manner 
of Canaletto); 

Private European collection; 

where acquired by the present owner 


We are grateful to Fabrizio Magani for suggesting the attribution of the 
present painting and for his help in cataloguing this lot. 


Francesco Zanin is of significance within the production of Venetian 
nineteenth century view painting (see F. Magani, La Venezia dei Grubacs, 
Treviso 2017), distinguishing himself from his contemporaries with 
precise citations from historical examples of view painting, as can be 
seen in the painter’s depictions of Feste or celebrations, such as the 
Punta della Dogana during the Solemn Regata in honour of the Duke of 
York (private collection) in which the precise detailing of the bissone, or 
ceremonial gondolas represented, allows the subject to be pinpointed 
to a precise historic event: the procession of 4 June 1764, celebrating 
the visit of the Hanoverian prince of England, Edward Augustus, Duke 
of York and Albany. 
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Zanin's career as a vedutista began during the 1850s: the painter's initia- 
tion in the genre almost certainly occurred during his apprenticeship at 
the Accademia di Venezia. Indeed, in 1855 Zanin was awarded for his 
two views of the interior of Saint Mark's Basilica, as one of the winning 
students of the ‘Scuola di Composizione’. Zanin's name could thereby 
stand alongside that of other affirmed painters such as Luigi Querena 
who in the same year depicted an historicised composition depicting 
the Lotta de'Pugni of 1573 on the Foscarini bridge, Venice, in the presence 
of Henry Ill of France on the balcony of Palazzo Foscarini while Giovanni 
Grubacs presented the more vaguely entitled Celebration on the Grand 
Canal by night. 


Magani dates the present painting to the early 1760s, comparing it to 
the Punta della Dogana, dated 1864 (see D. Succi II fiore di Venezia dipinti 
dal Seicento all'Ottocento in collezioni private, Gorizia 2014, pp. 359-360). 
The present painting fully belongs to the genre re-evoking the most 
glorious phase of eighteenth century Venetian vedutismo. Indeed, the 
combination of the setting and the crisp, clear light drawing the eye into 
the composition's tight perspectival framework, are among the factors 
that in the first instance would suggest this is the work of a skilled 
eighteenth-century view painter. A closer and more accurate stylistic 
examination of the painting however reveals the authorship of Frances- 
co Zanin: a master whose body of work is gradually forming around a 
nucleus of works of considerable quality, such as to single him out as 
one of the most talented view painters of the second half of the nine- 
teenth century. 
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Niklas Lafrensen Il 

(Stockholm 1737-1807) 

Elegant figures dining in a classical garden, 
oil on canvas, 50 x 61 cm, framed 


€ 12,000 — 18,000 US$ 12,900 — 19,400 


Provenance: 

with Galerie Cailleux, Paris; 

Collection of Sir Philip and Lady Harris (according to a label on the 
stretcher); 

sale, Christie's, London, 18 April 1980, lot 103; 

sale, Christie's, London, 19 April 2000, lot 63; 

Collection of Dr. Peter D. Sommer; 

his sale, Christie's, London, 4 December 2014, lot 48; 

Private collection, Germany 


The artist of the present work was trained by his father in Stockholm 
and is known for his miniatures in oils and gouache. He was recog- 
nised and rewarded in this genre which led to his appointment of 
Royal Court Miniature Painter to Crown Prince Gustay, later Gustav Ill 
(1746-1792) in 1796 after returning to Sweden from a seven year stay 
in Paris. When in Paris, the artist was inspired by the works of Jean- 
Antoine Watteau, Jean-Honoré Fragonard and Francois Boucher as seen 
in the present painting which clearly relates to the popular genre of the 
fête galante. With the outbreak of the French Revolution, Lafrensen II 
was forced to return to Sweden where he focussed on portraiture, for 
which the demand was more stable than for his interpretations of the 
aforementioned fête galante. It is therefore likely that the present work 
could very well have been executed during the artist's Parisian period. 
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Josef Kreutzinger 

(Vienna 1757-1829) 

Portrait of Prince Alexis Andréevitch Galitzine (1767-1800), three- 
quarter-length, in a red coat, seated in a park landscape, a greyhound 
nearby, 

signed and dated lower right: Jos. Kreutzinger pinx/ 1795, 

oil on canvas, 137.5 x 99 cm, framed 
€ 50,000 — 70,000 US$ 53,900 — 75,400 
Provenance: 

Collection of Prince Alexis Andréevitch Galitzine (1767-1800), Sena- 
tor of the Russian Empire, Privy Councillor, Actual Chamberlain and 
Equerry of His Imperial Majesty Tsar Paul |, member of the Imperial 
Legation at Vienna; 
by descent to his son Prince Alexis Alexéevitch Galitzine (1800-1876), 
Gentleman of the Chamber to His Imperial Majesty Tsar Nicholas |, 
Titular Councillor, Honourary Curator of the Gymnasium of Smolensk; 
by descent to his son Prince Paul Alexéevitch Galitzine (1833-1902), 
Director of the Archives of the Ministry of Foreign Affairs, Master of 
Court of His Imperial Majesty Tsar Alexander Ill, Actual State Councillor, 
formerly Secretary of the Russian Embassy at Brussels and Lieutenant in 
the Gardes a Cheval: 
(possibly) Collection of Basile Pétrovitch Kotchoubei (1868-1940), circa 
1905-1909; 

Collection of the Zariphis family, Switzerland and Greece, 2022; 

where purchased by the present owner 


Exhibited: 

Moscow, The Imperial Stroganoff School, Vystavka chudozestvennych 
proizvedenij stariny, ustraivaemoj v polzu vnov' strojuscagosja detskago 
prijuta Elizavetinskago Blagotvorintel'nago Obscestva pod Avgustejsim 
pokrovitel'stvom Eja Imperatorskago Vysocestva Velikoj Knjagini Elizavety Feo- 
dorovny [Exhibition of antique works of art to benefit the rebuilding of the 
orphanage of the Elisabeth Philanthropic Society, under the August patronage 
of Her Imperial Highness, Grand Duchess Elisabeth of Russia], 1901, no. 
251 


Literature: 

Ukazatel‘ sostojascej pod avgusteijsim pokrovitel'stvom Eja Imperatorskago 
Vysocestva velokoj knjagini Elizavety Feodorovny vystavki chudozestvennych 
proizvedenij stariny, ustraivaemoj v pol'zu vnov' strojuscagosja detskago pri- 
juta Elizavetskago blagotvoritel'nago obscestva [Catalogue of the exhibition 
of antique works of art to benefit the rebuilding of the orphanage of the 
Elisabeth Philanthropic Society, under the August patronage of Her Imperial 
Highness, Grand Duchess Elisabeth of Russia], exhibition catalogue, Mos- 
cow 1901, p. 28, no. 251; 

Grand Duke Nicholas Michailovich [Romanoff], Russkije Portrety XVII I 
XIX stoletij, Portraits Russes des XVIII et XIX siècles, Saint Petersburg 1905, 
vol. |, no. 18, illustrated; 

(possibly) A. Gotebiewski, Po povodu novych priobretenij Muzeja Imperatora 
Aleksandra Ill | Imperatorskago Ermitaza [With regards to the new acquisi- 
tions of the Emperor Alexander Ill Museum and the Imperial Hermitage], 
Starye Gody [Bygone Years], March 1909, p. 169 ‘knjaz’ A. A. Golucyn, byl 
predstavlen na velikolepnim portrety, crezvrycajno effektnom, Krejzingerom’ 
[as a portrait of prince A.A. Galitzine by Kreutzinger]; 

Gosudarstvennyj Ermitaz, Otdel zapadnoevropeijskogo iskusstva: Katalog 
zivopisi. Musée de l'Ermitage, Departement de l'Art Occidental: Catalogue 
des Peintures, Leningrad and Moscow, 1958, vol. Il, p. 364-365, menti- 
oned under no. 5143; 

(possibly) U. Thieme, F. Becker and H. Vollmer, Allgemeines Lexikon der 
bildenden Künstler von der Antike bis zur Gegenwart, Leipzig 1907-1950, 
vol. XXI, p. 520; 
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N. Nikulin, B. Aswaristsch, Deutsche und Österreichische Malerei. Ermitage, 
Leningrad 1986, p. 53, mentioned under no. 224; 

N. Nikulin, The Hermitage Catalogue of Western European Painting. Ger- 
man and Austrian Painting. Fifteenth to Eighteenth Centuries, Florence 
1987, p. 461, mentioned under no. 392; 

A.A. Galitzine and C.H. Galitzine, The Princes Galitzine. Before 1917... 
and Afterwards, Washington 2002, p. 642, illustrated; 

A. Napp, Russische Portráts. Geschlechterdifferenz in der Malerei zwischen 
1760 und 1820, Cologne/Weimar/Vienna 2010, pp. 147-148 and 226, 
ill. 90; 


We are grateful to Alexis Ashot for his assistance in cataloguing this lot. 


The calmly captured sitter in the present work is a member of the 
famous Galitzine family, nobles of the Grand Duchy of Lithuania who 
eventually rose to prominence in the Russian Empire. Celebrated for 
their linguistic ability, international outlook and cultivation, the Galitzines 
came to be known for producing many distinguished imperial diplomats, 
starting as early as the sixteenth century. Prince Alexis Andréevitch 
Galitzine depicted here, was the son of Prince André Michailovitch 
Galitzine and his wife Elisabeth Borissovna, née Princess Youssoupoff. 
Entering the diplomatic service, he became attached to the Russian 
Embassy in Vienna, where his uncle, Prince Dimitri Michailovitch Galitzine, 
a known patron of Mozart, had already made a reputation as Imperial 
Ambassador, giving his name to the ‘Gallitzinberg’, one of today’s leafy 
residential suburbs of Vienna. 


Prince Alexis’ choice of Kreutzinger in 1795 may have had something to 
do with the latter's trip and stay in Saint Petersburg, but undoubtedly 
the fashionable young diplomat, not yet 30, would above all have prided 
himself on being portrayed by the same brush as the Holy Roman 
Emperor. Dressed in the latest Parisian taste, he makes an understated 
display of wealth in the simple but highly-worked walking stick, costly 
and iconic high hat, and the greyhound that accompanies him on what 
appears to be a leisurely walk in the park. Prince Alexis Andréevitch 
Galitzine was a man of intellectual accomplishments, a writer and scien- 
tist with an interest in mineralogy and volcanology. 


The artist of the present work was the leading portraitist of Austrian 
society in the Age of Romanticism and is best known today as the 
court painter of Francis Il and |, Holy Roman Emperor (1768-1835). A 
fine example of the latter by Kreutzinger is currently conserved in the 
Heeresgeschichtliches Museum, Vienna (inv. no. BI12373). Kreutzinger 
entered the Art Academy of Saint Anna in Vienna at the age of 10 in 
1768 and received the title of Hof- und Kammermaler to the Imperial 
and Royal family in 1790. Over the succeeding years the artist would 
create many iconic images of Austrian Imperial society and had to hold 
his own against international artists who portrayed his clientele including 
Thomas Lawrence and Elisabeth Vigée Le Brun. In addition to his many 
portraits of Austrian notables, Kreutzinger portrayed important interna- 
tional diplomatic Viennese guests such as Field Marshal General Suvorov, 
who had his portrait painted in Vienna in 1799, currently conserved in 
the Hermitage Museum, Saint Petersburg (inv. no. IP’K-1916). 


The present portrait relates to a bust length version currently con- 
served in The State Hermitage Museum in Saint Petersburg (inv. no. 
13-5143) and is, according to the museum, either a replica or a sketch 
of the present portrait. Another work much reduced in dimensions and 
painted on panel, was auctioned at Sotheby's, New York, 30 January 
2020, lot 277, and could possibly be an autograph preparatory work by 
Kreutzinger for the present painting. 
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Pietro Antonio Rotari 

(Verona 1707-1762) 

Portrait of a girl in a white headscarf, 
oil on canvas, 47.5 x 37.5 cm, framed 


€ 40,000 — 60,000 
Provenance: 
Private collection; 


where acquired by the present owner 


We are grateful to Enrico Lucchese fo 
present painting and for his help in ca 


The present work by Pietro Rotari be 


r con 
alogu 


ongs 


of ‘Teste di carattere o di fantasia’ [imaginary 


mentioned by contemporary sources 


see L 


Russia and America, in: The Connoisseur, 17 


This type of 


representation reoccurs in ano 


US$ 43,100 — 64,700 


firming the attribution of the 
ing the present lot. 


to the celebrated group 

or character portraits'] 

. Nikolenko, Pietro Antonio in 
, 1969, pp. 192-193). 


her work by the artist from 


the same period 1756-62, the ‘Serenita Contadina’ (see M. Polazzo, 
Pietro Rotari, pittore veronese del Settecento, Verona 1990, p. 105, no. 
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170) which also shows a peasant gir 


| in similar pose, although her head 


is slightly inclined. Moreover, the greater frontality of the features in the 


present work can also be compared 
sian costume in the Galleria Nazional 


well with the Young woman in Rus- 
e dArte Antica, Rome. 


Rotari’s production of figures in half-length, especially women, always 


presenting differing and varied emoti 
early as the summer of 1749, when 
in his collection a “donna piangente’ [ 
ridente’ [‘smiling’] (see S. Maffei, Epist 
Garibotto, Il, Milan 1955, p. 1248). I 
at the courts of Vienna and 


ve states, is documented from as 
Scipione Maffei of Verona records 
“crying woman'] and another ‘sor- 
olario (1700-1755), ed. by C. 

was only later, during his sojourns 


Dresden that Rotari began consistently pro- 


ducing this type of paintings, which are stylistically close to the pastels of 


Rosalba Carriera and Jean-Etienne Li 
by his aristocratic patrons. 


His success in Poland at the court o 
call to Saint Petersburg 


otard which were similarly collected 


f Augustus Ill was followed by his 


in 1756 by the Russian Empress Elizaveta Petro- 
vna. Some forty paintings left in his studio in Russia were returned to 


his brother, Paolo in Verona, while 2 


he Peterhof Palace. 


nother thirty-two canvases were 


inherited by Catherine Il. In 1764 she commissioned 360 ‘character 
portraits’ for the decoration of the Cabinet of the Muses and Graces at 
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Venetian School, 18th Century 

Piazza San Marco, Venice, with the Basilica and the Campanile, 
oil on canvas, 60.5 x 95 cm, framed 
€ 80,000 — 120,000 US$ 86,200 — 129,300 
Provenance: 

Dr. August Stiglbauer (1896-1959); 

Stefanie Stiglbauer (1908-1997); 

thence by descent to the present owner - private collection, Austria 


The present painting shows one of the city's celebrated locations, the 
Piazza San Marco. On the left is the imposing Basilica of Saint Mark with 
the Doge's Palace just beyond, leading to the lagoon. Vertically dividing 
the canvas is the Campanile with the Procuratie Nuove extending to 
the right. At the extreme right, opposite Saint Mark's, is the facade of 
the church of San Geminiano which was destroyed in the early nine- 
teenth century by Napoleon. The two wings of the Procuratie were 
then joined across the west end of the Piazza. 
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The composition is characterised by a skilful use of light and attentio 
to the picturesque details of everyday life. The buildings are traced with 
a clear and precise drawing and later completed with fluid brushstrokes. 
The luminous and colourful palette, as well as the keen eye for detail, 
visible in the rendering of the iconic setting and the lively array of indi- 
vidual figures that animate the scene, show the artists devotion to faith- 
ful observation. 


The present painting is stylistically close to works by Michele Marieschi 
(Venice 1710-1743), who depicted the same view with slight variations 
(see D. Succi, Marieschi, Opera completa, Treviso 2016, pp. 174-181, 

figs. 15-20). In the last few years of his short life, Michele Marieschi 
dedicated himself to the art of engraving and this composition relates to 
his series of copper-plate engravings published for the first time in 1741 
under the title Magnificentiores Selectioresque Urbis Venetiarum Prospectus. 
In the final edition there were a total of twenty views dedicated to the 
most recognisable sights of the city. 


OLD MASTERS 7 


= 
38 (detail) 


139 

Ferracuti, active in Vienna in the early 19th Century 

An allegory of Emperor Franz Il (1768-1835) and the Treaty of 
Lunéville (1801), 

signed, inscribed and dated lower left: La Pace del 1801 / Ferracuti fecit, 
oil on canvas, 152 x 114 cm, framed 


€ 20,000 — 25,000 US$ 21,600 — 26,900 


Provenance: 
Private collection, Austria 


Nothing is known about the painter Ferracuti. Neither his full name, 
nor the dates of his life. It is also not known where he trained and with 
whom. Yet this magnum opus by the obscure artist was considered a 
significant enough work for him to have proudly signed his name, and 
joins his small oeuvre of only four other paintings, including: a Portrait of 
the Viennese art and music dealer Carlo Mechetti (1747-1811), offered 
in these rooms in 2022 (see sale, Dorotheum, Vienna, 19 December 
2022, lot 217); the portrait of a hussar officer in the Heeresgeschichtli- 
ches Museum, Vienna (signed and dated 1801); an Elegant company in 
a park (Schloss Neuwaldegg, Vienna); and the lost portrait of the Italian 
composer Giuseppe Nicolini, probably painted in 1811. 


The present painting is a rich and tightly composed allegory centred on 
he last Holy Roman Emperor, the young Emperor Francis Il, who sits 
on top of a magnificent white horse and is anointed with a laurel. He 

is portrayed as a prince of peace who succeeded in pacifying the war 
furies of the French Revolution as a result of the peace treaty signed in 
Lunéville, France. Behind the resplendent Emperor is a snarling Cerberus 
retreating back to the fiery depths of the Underworld. At his side are 
he Greek goddesses Pallas Athena, Hygeia and Eirine. In the foreground 
ies an empty suit of armour, discarded by an allegory of peace as some- 
hing now superfluous. 


The Peace of Lunéville regulated the legal incorporation of the ter- 
ritories on the left bank of the Rhine, occupied in 1794, into French 
territory. The principalities of the Holy Roman Empire were promised 
compensation through the secularisation of ecclesiastical and, in part, 
mediatisation of smaller secular territories. The distribution of territo- 
ries on the right bank of the Rhine was implemented by the Imperial 
Recess of 1803. While Venice, Istria and the Dalmatian coast remained 
Austrian, Emperor Francis ll had to recognise the French daughter 
republics, the Batavian (Netherlands), the Cisalpine (Milan), the Helvetic 
(Switzerland) and the Ligurian Republic (Genoa) in return. The previ- 
ously Habsburg-ruled Grand Duchy of Tuscany was incorporated into 
he Kingdom of Etruria, another French vassal state. In compensation, 
he Grand Duke Ferdinand Ill received the Archdiocese of Salzburg and 
he Provostship of Berchtesgaden. With the Peace of Lunéville, France 
ook over Austria's role as the strongest continental European power. 
Nevertheless, at the time the empire believed that peace had been 
restored permanently. 
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Raffaello Sanzio, called Raphael 

(Urbino 1483-1520 Rome) 

Recto: Study for the Battle of the Milvian Bridge: a rider on horseback and 
horse's head and eye, 

bears inscription on the mount: par RAPHAEL, 

red chalk and pen on paper, 22 x 24 cm, framed 

Polidoro da Caravaggio 

(Caravaggio circa 1499 - circa 1543 Messina) 

Verso: Studies for the Donation of Constantine (?): a Solomonic column 
and seated male figures, 

red chalk and black chalk on paper, 22 x 24 cm, framed 


€ 400,000 — 600,000 US$ 431,000 — 646,600 
Provenance: 

probably private collection, France, until the 1920s or 1930s; 
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Fig. 1: Battle of the Milvian Bridge (detail), Sala di Costantino, Vatican Museums, Rome 


O Mark Green / Alamy Stock Photo 


Exhibited: 
Amsterdam, Rijksmuseum, Italiaanse tekeningen uit een Amsterdamse col- 
lectie, 24 April — 28 June 1970, no. 16 (as Polidoro da Caravaggio) 


Literature: 

I. Q. van Regteren Altena, Rubens as a Draughtsman, in: The Burlington 
Magazine, vol. 76, no. 447, June 1940, p. 199, pl. II, A and B (as P. P. 
Rubens); 

s. a. Italiaanse tekeningen uit een Amsterdamse collectie, exhibition cata- 
logue, Amsterdam 1970, p. 13, no. 16, fig. 9 (as Polidoro da Caravaggio); 
P. Leone de Castris, Polidoro da Caravaggio. L'opera completa, Naples 
2001, p. 181, figs. 204, 205, p. 467, no. D 4 (as Polidoro da Caravaggio) 


We are grateful to Professor Paul Joannides for endorsing the attribu- 
tions of the drawings on both sides of the present sheet, and for his 
help in cataloguing this lot. 
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History of the drawing 


The present sheet was probably acquired in the late 1920s or early 
1930s, no doubt from a (unidentified) French collection, by the scholar 
and collector, lohan Quirijn van Regteren Altena. In 1940, in the Burl- 
ington Magazine, he published the drawings on both sides of the sheet 
as Peter Paul Rubens, illustrating them in high-contrast black and white 
photographs which falsified their forms and gave them a misleading 
sharpness. Although understandable as a response to the quality of the 
drawings, and their inherent energy, this attribution was evidently incor- 
rect and was ignored by scholars of Rubens. In 1971, in the unsigned 
catalogue of an exhibition devoted to his collection, van Regteren Alte- 
na included the sheet, illustrating (poorly) only the recto, and attributing 
it to Polidoro da Caravaggio following and acknowledging the judgement 
of three eminent scholars, John Gere, Konrad Oberhuber and John 
Shearman, but not specifying whether their views were based on 
photographs, or on study of the original. 


n 2001, Pierluigi Leone de Castris included both recto and verso among 
Polidoro da Caravaggio's earliest known drawings in his outstanding 
monograph on the artist, but he reproduced both sides of the sheet 
from the images in the Burlington and may not have been able to study 
it in the original (see literature). When this work was offered for sale in 
he auction of the van Regteren Altena collection in 2015, the attribu- 
ion to Polidoro, although mentioned, was effectively dismissed, and the 
sheet was catalogued generically — and inadequately — as Italian School, 
16th Century. It was acquired at that sale by the present owner who 
gradually became convinced that, while the verso was by Polidoro, the 
recto was attributable to Raphael. The sheet was brought to the atten- 
tion of Professor Paul Joannides who, after studying it at length, accept- 
ed the attribution of the drawings in red chalk on the recto to Raphael 
and prepared a report on the sheet which he has allowed us to use. 


The Vatican Stanze 


Starting in 1508, Raphael worked in the Vatican for some twelve years, 
until his sudden death in April 1520. His central activity was a series of 
frescoes for the Stanze Vaticane, four large rooms, now part of the Vati- 
can Museums, that formed the extensive apartment created for Pope 
Julius II, occupied by him until his death in 1513 and subsequently by 
his successor Leo X, who continued their decoration. The last of these 
rooms, the Sala di Costantino, begun in the second half of 1519, was 
designed to host papal receptions and official ceremonies. 


Between 1508 and 1514, Raphael concentrated on the decoration of 
the Stanza della Segnatura and the Stanza d’Eliodoro, both rooms with 
arched walls, two of them interrupted by windows. From 1514 to 1517 
he worked, with much help — and hindrance — from assistants, on the 
third room, the Stanza dell'Incendio, also with arched walls and irregular 
interruptions which limited his scope. The execution of the Incendio 
overlapped with three other major schemes directed by Raphael: the 
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decoration of the Sala dei Palafrenieri and the Loggia in fresco, as well 
as the cartoons in water-colour for the tapestries to hang in the Sistine 
Chapel. 


The fresco schemes were executed entirely by Raphael's assistants, but 
the tapestry cartoons are largely autograph. The figuration of the Pala- 
frenieri consisted of simulated marble statues of the Apostles, a speciality 
of Raphael's, and the tapestry cartoons, grand narratives in a stately 
neo-Masaccesque manner, shared with the Palafrenieri a severe and 
stately clarity. But they allowed relatively little opportunity for variety 

of action and emotion and less for Romanising epic. The Loggia, on the 
other hand, invited Raphael to develop his skills as a storyteller in 52 
narrative frescoes of widely ranging subjects, but only on a frustratingly 
small scale. 


Raphael must have anticipated eagerly working on the very large, rec 
tangular, and relatively regular Sala di Costantino, with its then flat ceiling 
(for which he probably made designs) and three uninterrupted walls. 


The project offered him the opportunity to execute an historical and 
dramatic cycle in which he could develop and extend his previous 
achievements. He would be able to compete in drama and human inter- 
est with the works of the poets and historians he had portrayed in the 
Parnassus and in archaeological accuracy with the Triumph of Caesar by 
Mantegna, one of Raphael's heroes and a focus of his emulation. 


Perhaps more importantly, in the Battle of the Milvian Bridge, the larg- 
est and most dramatic of the four frescoes, and one that owes a 
profound debt to antique battle reliefs, he would be able to challenge 

in energy and physical invention the aborted battle scenes planned by 
his one-time mentor, Leonardo, and his older contemporary and rival, 
Michelangelo, for the Sala del Gran Consiglio in Palazzo Vecchio, Florence. 
Projects, whose fame, Vasari informs us, had first drawn Raphael to 
Tuscany, and which continued to inspire him. Even during his Florentine 
sojourn, the period of his ‘dear Madonnas, he made drawings of battles, 
known in originals or copies, and this fascination continued in Rome 
(see for example, the battle drawings of circa 1507 in the Ashmolean 
Museum, Oxford). 


The battles that Leonardo and Michelangelo designed were immensely 
ambitious, and immensely influential, but however much their designs 
transcended their subjects, those subjects were episodes specific to 
he history of Florence and Tuscany: Cascina, a skirmish with Pisa of 
1364, Anghiari, more important historically, the military curtailment of 
Milanese expansionism in 1440. Constantine's victory over Maxentius at 
the Milvian Bridge was a combat of an entirely different order, a world- 
historical event — signifying, in simplified terms, the overthrow of pagan- 
ism and the establishment under Divine guidance and in the caput mundi 
of a Christian Empire. On stage were not little-known mercenary com- 
manders, but the man who became the first Christian Emperor and his 
Pagan adversary: representatives, as it were, of heaven and hell. There 
could hardly have been a more momentous subject and the battle that 
Raphael designed, but did not live to execute, was one of his great- 
est and most influential achievements as, among many others, Rubens, 
Pietro da Cortona, Charles Le Brun and Eugéne Delacroix could testify. 


verso (turned) 


Fig. 2: Giulio Romano to Raphael's design, Battle of the Milvian Bridge, Vatican Museums, Rome 


The Sala di Costantino 


For the Sala di Costantino Raphael planned four frescoes of episodes 
from Constantine's life. In order of events, the episodes are: The Allocu- 
tion (or Constantine's Vision of the Cross) on the East wall, the Battle of 
the Milvian Bridge on the South wall (see fig. 2), the Baptism of Constan- 
tine on the West wall and Constantine's (fictional) Donation of Temporal 
Power to the Papacy, on the North wall. The largest and most ambitious 
fresco in the room was and is the immensely complex multi-figure com- 
position of the Battle of the Milvian Bridge. In its final painted form, it 
measures some 7 meters high by 18 meters wide and includes between 
50 and 60 men and over a dozen horses. 


Such an ambitious scheme would have required much initial research on 
the armour and accoutrements of Constantine's period, to satisfy Raph- 
ael's archaeological bent, and dozens of preparatory compositional and 
figural drawings, of which only a handful are known. Not all these stud- 
ies would have been made by Raphael himself, some of the surviving fig- 
ure-drawings are by his closest assistant and collaborator Giulio Roma- 
no, while the modelli for the Battle and the Allocution were made by 
Raphael's more pedestrian collaborator, Gianfrancesco Penni. However, 
Raphael knew that his work in the preceding room, the Stanza 
dell'Incendio, had been severely criticised and, with his reputation under 
attack from his rivals Michelangelo and Sebastiano del Piombo, he would 
have made every effort to answer his critics. It can be taken for granted 
hat he was fully engaged in the planning of the Sala and would have 
supervised closely (and perhaps participated in) the execution of the 
histories. 


Raphael died in April 1520, probably shortly after Giulio had painted a 
pair of allegorical figures at the ends of the South and East walls, but 
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before the Battle of the Milvian Bridge was begun. It is the only fresco of 
the four in which Raphael's ideas were followed without alteration. 


After his death, work in the Sala di Costantino was continued, principally 
by Giulio Romano, who was keen to stamp his own personality on the 
cycle. In December 1521, after the completion of the Allocution, in 
which Giulio took the opportunity to introduce numerous ideas of his 
own, work was interrupted by the death of Leo X. It was re-started 
only late in 1523, after Leo's cousin, Cardinal Giulio, became Pope 
Clement VII and it was in this second phase that the Baptism and Dona- 
tion were painted. The main scenes were completed by mid-1524 after 
which Giulio departed for Mantua but the dado was probably not fin- 
ished until the end of that year or early in 1525. 


Gianfrancesco Penni’s large modello for the Battle of the Milvian Bridge, in 
which the fresco's overall scheme and its proliferation of interrelated 
details is laid out, is conserved in the Louvre in Paris (see fig. 3). lt was 
certainly made in Raphael's lifetime and followed his ideas closely and 
loyally: it is likely to have been presented to the Pope for his approval. A 
fragment of the final cartoon, which probably just predates Raphael's 
death, is conserved in the Ambrosiana Library, Milan (see fig. 4): drawn 
by Giulio Romano. It differs minimally from the relevant sections of the 
modello and the completed fresco. 


Three nude studies survive for individual figures within the fresco, all 
executed in black chalk. They seem to have been made after the model- 
lo, to refine elements of pose, but prior to the cartoon. These drawings, 
all of which represent Maxentius’ soldiers, are, from left to right of the 
Battle, a study for an heroic infantryman, by Raphael, in the Louvre (see 
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© RMN-Grand Palais (Musée du Louvre) / 


Christophe Chavan 


Fig. 3: Gianfrancesco Penni, Modello for the Battle of the Milvian Bridge, brush 
and wash and white body colour over indications in black chalk, 375x897 mm, 
Département des Arts Graphiques, Musée du Louvre, Paris 


fig. 5); a falling cavalryman by Giulio Romano, preparatory for a figure 
who is armoured in the fresco, now in the Devonshire Collection in 
Chatsworth (see fig. 6); and, lastly, a study by Raphael of two soldiers 
forced into the Tiber attempting to climb into a boat, in the Ashmolean 
Museum, Oxford (see fig. 7). These three studies focus respectively on 
courageous resistance to Constantine's advance, on headlong defeat, 
and on a doomed attempt at survival; in a sense — if only adventitiously 
— they encapsulate the progress of the battle. But they were no doubt 
accompanied by many others, now lost, for other specific areas of the 
fresco. Black chalk clarified— and to some extent simplified — the inher- 
ently sculptural mode of the Battle and helped measure its chiaroscuro. 


The red chalk drawing on the recto of the present sheet, depicting a fall- 
en horse and its trapped rider, vainly attempting to defend himself from 
the coup de grace about to be administered by an infantryman, can now 
be added to the census of preparatory studies; but it is not part of the 

black chalk group, and its character is different. It is not an evenly focused 
study of an isolated figure — the horse is more expressive and precisely 

characterised than its rider — but a developed contextual sketch, with 
varied emphases. It is drawn in red chalk because that allows both selec- 
tive stumping and continuous modelling and, in short, a greater elasticity 
of emphasis than black, and much subtler continuities than pen. 


The modelling is widely varied and effectively localised: the relief of the 
horse's head and its terrified eyes, for example are telling, while the rid- 
er's expression is no more than adumbrated. Raphael may also have 
employed red chalk, inherently lighter in tone than black, for the fallen 
cavalryman, because for that area of the fresco he planned a slightly 
higher key, to spotlight, as it were, a group of particular significance. 


Fig. 4: Giulio Romano, Battle of the Milvian Bridge, 
Ambrosiana Library, Milan, inv. no. 114 


Raphael, as we know from studies for the Psyche Loggia and the Stanza 
dell'Incendio, had by this phase of his career come to prefer red chalk 
for sketching or intermediary drawings and the medium gradually 
assumed some of the functions previously served by pen. Indeed, in the 
present drawing, certain elements, notably the swiftly outlined rider, 
retain a trace of Raphael's later pen technique, seen in such drawings as 
the Abduction of Helen of about 1517 in the Devonshire Collection at 
Chatsworth (inv. no. 903); the use of small circles to indicate eyes is also 
common to both drawings. 


Previous writers seem to have assumed, without questioning the matter, 
the recto group to be a copy of the relevant section of Raphael's com- 
position and have ignored the subsidiary sketches. But quite apart from 
its fresh, vital and varied handling, exceedingly rare in copies, which con- 
veys width and volume much more successfully than the modello, the 
group differs in significant ways both from Penni's modello, and the fres- 
co. It departs from the modello in that the rider is differently clad and his 
right hand holds a sword at a different angle, and the horse's left foreleg, 
which is overlapped by another form in the modello, is not overlapped 
here. 


The angle of the head of Constantine's charger in the subsidiary sketch 
is lower and the study of the horse's eye is detailed and assertive. 
Indeed, the chain of equine gazes that is so expressive a feature of the 
fresco, seems to be established in this drawing. Such attention to eyes is 
characteristic of Raphael’s scenes of drama and is found in some of his 
preparatory drawings, such as his study of circa 1518 for a kneeling 
maidservant for the Psyche Loggia, now in the Scottish National Gallery, 
Edinburgh (inv. no. D5154), although rarely as isolated as here. 
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Fig. 5: Raphael, Nude study for an heroic 
infantryman, black chalk, 364 x 203 mm, 
Département des Arts Graphiques, 
Musée du Louvre, Paris 


On the other hand, it is not hard to see why it has been thought to fol- 
low the fresco, for it does come close to what was painted. Thus, the 
three faint lines at upper right indicate the bridge and establish the posi- 
tion within the scheme of the fallen cavalryman. But context is suggest- 
ed, not described as it would be in a copy. There are numerous differ- 
ences from the painted group, mostly slight, but significant. The costume 
worn by the rider in the fresco varies in relation to the present study: in 
the painted depiction, the far arm is naked and the near arm armoured, 
whereas in this drawing both arms seem to be clad in a light garment, 
although it is hard to make out. The spearhead embedded in the dying 
horse's chest, so dramatic a feature of the fresco, is absent from this 
drawing. The contours of the horse's chest are varied in the fresco and 
its head and mane are also differently shaped. There is no indication in 
the drawing of the soldier with raised dagger who, in the fresco, forces 
down the rider’s head to despatch him and which one would have 
expected to be included in a copy. 


More formally, when the fresco, which was not painted by the master, 
but by Giulio Romano and others after his death, is compared with the 
present drawing, all the intervals and angles have been modified and the 
contours stiffened and simplified. There is also a positional difference: in 
the fresco the dying horse, its blood ebbing, has sunken to the ground, 
whereas in the present study the horse is set a rising angle. This is not 
the product of a trimming of the page, for the paper's chain-lines veer 
by only a couple of degrees from the vertical established by the edges. 
The angle at which the drawing is set on the page was therefore inten- 
tional, but it was then revised for the final arrangement. At the lower 
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© reproduced by the permission of Chatsworth Settlement Trustees / Bridgeman Images 


Fig. 6: Giulio Romano, Study for a falling cavalryman, black chalk, 221 x 302 mm, 
Devonshire Collection, Chatsworth 


edge is an angled line, an ironed-out fold, which descends from about 
25mm on the left edge of the page to about 12mm where it intersects 
with the torn corner at the lower right. If this fold is taken as the hori- 
zontal base line, then the horse lies at an angle roughly equivalent to its 
final position. 


Relatively few drawings by Raphael survive from his last two or three 
years, but, fortunately, among them is one that compares extraordinarily 
closely with the present work: this is the red-chalk sketch of 1516-17 in 
the Albertina Vienna (see fig. 8), for the two riders at the right-hand 
side of Raphael's Spasimo altarpiece, now in the Prado in Madrid (inv. 
no. P000298). When the two drawings are placed side by side the bal- 
ance of hatching and stumping is virtually identical, as is the characterisa- 
tion of the right-hand horse, the shape of the eyes and the form of its 
head; the bridles too are similar. But while the Albertina drawing is in 
perfect condition, aside from a slight trimming at the top, the present 
drawing has suffered somewhat from fading and rubbing, so that the 
structure of shadow on the near side, and the protrusion of the rider's 
eg are not now immediately apparent; they are actually clearer in the 
black and white photo of 1940 from which it can be seen that this area 
was executed rapidly, with the chalk handled very freely. Raphael set 
himself the task of establishing where one form ends, and another 
begins in an area of shadow: to judge exactly what he was doing 
demanded skill of a very high order and he achieved it without overlaps. 


The rider depicted in the present drawing, whose horse has fallen 
under him, appears, among Constantine's adversaries, to be second in 


Fig. 7: Raphael, Nude studies for two soldiers trying to cling to a boat, black chalk and white body colour, 
257 x 362 mm, Ashomlean Museum, Oxford 


importance only to the pagan emperor. Constantine's gaze is fixed upon 
the drowning Maxentius who, clinging vainly to the neck of his founder- 
ing horse, stares in impotent malevolence at his conqueror. But it is 
towards the fallen cavalryman that Constantine's lieutenant points. The 
officer about to be despatched must be a significant historical actor for 
whom Raphael strove to devise an individual fate within the painting's 
panorama of defeat. His identity remains for the moment a mystery and 
an appropriate personage is not to be found in the accounts of the bat- 
tle by the historian Eusebius in his Ecclesiastical History or his Life of Con- 
stantine; but Raphael no doubt consulted historians and theologians at 
the Papal court to learn of details that Eusebius failed to supply. 


Drawings by other artists are occasionally seen on the versos of sheets by 
Raphael. A salient example is an autograph drawing by Raphael of circa 
1503 which carries on its verso a compositional sketch of circa 1530 by 
Perino del Vaga (see P. Joannides, Raphael and His Age, Drawings from the 
Palais des Beaux-Arts, Lille, exhibition catalogue, Cleveland-Lille 2002/2003, 
no. 20, pp. 98-101). But such a time-lapse is extreme. In most instances 
verso drawings — or, very occasionally, recto additions — by other hands 
were made soon after, or contemporaneously with, Raphael's drawings. 
Thus, several sheets by Raphael contain drawings by Giulio Romano, 
notably at moments when they were working side-by-side. In the present 
case Polidoro's drawings probably postdate Raphael's by no more than a 
year or two, and perhaps less; it seems likely that after the completion of 
work in the Loggia in 1518, Polidoro was recruited to work in the Sala di 
Costantino, where he would have had ready access to working drawings 
and cartoons by Raphael and his collaborators. 


© Ashmolean Museum / Bridgeman Images 


Fig. 8: Raphael, Study for two riders for the Spasimo, 
red chalk, 272 x 200 mm, Albertina, Vienna 


Surprisingly, Polidoro's drawings on this sheet, which are entirely charac- 
teristic of his style, have received no attention; but, when they are 
examined without preconceptions, they prove extremely revealing. To 
the left of Raphael's group on the recto, inverted and overlapping it 
slightly, is a standing figure seen from the rear, quickly sketched from life. 
Polidoro’s verso sketches comprise what seems to be a sprawling man, 
seen from the front, swivelling to look at something, near whom is a 
slight architectural sketch, apparently the capital of a pier. Both are 
lightly sketched in black chalk. In red chalk, however, Polidoro drew 
another, more strongly defined, reclining figure who also seems to be 
observing an event. The final, and most significantly indicative feature is 
the Solomonic column, also in red chalk, which, like the reclining man, is 
lit from the right. It is the column which links together and explains the 
actions of the figures, all of whom are posed, as it were, as spectators. 
In the Sala di Costantino, only the Donation of Constantine — lit from the 
right — contains Solomonic columns, a famous feature of Old Saint 
Peter’s, where the Donation of Constantine was imagined to have taken 
place and which are seen in the fresco's background. The foreground 
and middle ground of the Donation, of course, are occupied by specta- 
tors in varied poses. 


It seems that in his drawings on this sheet, Polidoro was either inter- 
preting sketches by Giulio and/or Penni made in preparation for this 
fresco or, perhaps more likely, was putting forward ideas of his own for 
the Donation, for it was at this time, in the period immediately following 
Raphael's death, that Polidoro was emerging as the strongest and grand- 
est composer among all the Master’s followers. 
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hinzugerechnet. (Beispiel am Seitenende“) 


25% vom Meistbot 
20,84% 
12,5% 


Die gesetzliche Umsatzsteuer beträgt in Österreich für mit einem „+“ gekennzeichnete 
Objekte: 20%, für mit einem „-" gekennzeichnete Objekte: 13%, für mit einer „#" 
gekennzeichnete Objekte: 10%. 

Davon abweichend richtet sich die gesetzliche Umsatzsteuer bei Lieferungen an nicht 
umsatzsteuerpflichtige Käufer, wenn das Objekt nach erfolgtem Kauf in ein Mitgliedsland 
der Europäischen Union versendet wird, nach dem Steuersatz des Lieferlandes. 

Bei Objekten, die durch Vermittlung (,V“) verkauft werden, ist die Rückvergütung der 
Umsatzsteuer für Lieferungen in Drittländer nicht möglich. 

Nur bei Verkäufen von nichtbezeichneten Objekten und von Objekten, die mit „+", „—", 
oder „#' bezeichnet sind, wird die Umsatzsteuer rückerstattet, wenn der Verkauf in 
ein Nichtmitgliedsland der Europäischen Union (Drittland) erfolgt und die gesetzlichen 
Voraussetzungen vorliegen sowie der Ausfuhrnachweis erbracht wird. 

Lieferungen an umsatzsteuerpflichtige Unternehmen mit Sitz in einem Mitgliedsland 
der Europäischen Union (ausgenommen Lieferungen an in Österreich ansässige 
Unternehmen und differenzbesteuerte Objekte) unterliegen der Erwerbsteuer im jeweiligen 
Bestimmungsland. In diesem Fall ist die Lieferung der mit „+", ,—" und der mit E 
gekennzeichneten Objekte in Osterreich umsatzsteuerfrei, wenn uns vor dem Zuschlag die 
gültige Umsatzsteueridentifikationsnummer (UID) des Käufers bekanntgegeben wird. 

Bitte beachten Sie, dass für Nachverkäufe eine um 2 % erhöhte Käufergebühr verrechnet 
wird. 


1 Beispiel für Differenzbesteuerung oder Vermittlung: 


Der Käufer ist verpflichtet, den Kaufpreis (Meistbot zuzüglich Käufergebühr und Umsatzsteuer 
sowie einen eventuell anfallenden Folgerechtszuschlag) sofort nach dem Zuschlag bar zu 
bezahlen. Die Zahlung kann ausnahmsweise vom Dorotheum gestundet werden. 


Die Stundung kann von einer angemessenen Anzahlung abhängig gemacht werden. Wird 
eine Stundung abgelehnt, kann der Zuschlag auch nachträglich aufgehoben und der 
Gegenstand neuerlich in derselben oder einer späteren Auktion ausgeboten werden. Bei 
Aufhebung des Zuschlages ist das DOROTHEUM auch berechtigt, den Zuschlag nachträglich 
dem Zweitbestbieter zu dessen letztem Gebot zu erteilen. Wird ein gestundeter 


Kaufpreis nicht innerhalb der festgesetzten Frist bezahlt, so ist das Dorotheum berechtigt, 
dem Käufer Verzugszinsen vom Rückstand tageweise berechnet, vierteljährlich angelastet 
6 % pro Jahr über der für das letzte Kalenderquartal verlautbarten, auf Viertelprozentsätze 
gerundeten „European Interbank Offered Rate (EURIBOR)/ 3 Monate" zu verrechnen. Der 
Käufer haftet nach Zuschlagserteilung für die vollständige und rechtzeitige Kaufpreiszahlung 
auch im Fall der Bekanntgabe nach Zuschlagserteilung, dass er für eine dritte Person mitgeboten 
hat. Stellt das DOROTHEUM aufWunsch des Käufers eine Rechnung an die namhaft gemachte 
dritte Person aus, erklärt das DOROTHEUM damit ausschließlich die Akzeptanz einer 
schlichten (zusätzlichen) Erfüllungsverpflichtung durch die namhaft gemachte dritte Person, 
ohne ihr weitere Rechte wie insbesondere Aufrechnungs- oder Zurückbehaltungsansprüche, 
etc. einzuräumen, sowie unter Aufrechterhaltung der vollständigen Haftung des Käufers. 


Erfullt der Käufer seine Verpflichtungen aus dem mit ihm geschlossenen Kaufvertrag 
trotz einer Zahlungsaufforderung innerhalb der ihm eingeräumten Frist nicht oder nicht 
vollständig, ist das DOROTHEUM unbeschadet allfälliger anderer Rechte berechtigt, für 
sich und/oder den Einbringer 


1. entweder weiter auf der Erfüllung des Kaufvertrages zu bestehen und den Käufer 
neben der Kaufpreiszahlung zur Bezahlung aller Zinsen, Kosten und Aufwendungen, 
einschließlich der Kosten rechtsfreundlicher Vertretung zur Durchsetzung der 
Erfüllung des Kaufvertrages, heranzuziehen, oder 


2. vom Kaufvertrag zurückzutreten. In diesem Fall behält sich das DOROTHEUM für 
sich und/oder den Einbringer vor vom Käufer den Ersatz des gesamten von ihm 
verursachten Schadens, der sich nach einem Deckungsverkauf insbesondere aus 
angefallenen Gebühren, Spesen, Aufwendungen und Ausfällen an geringeren 
Kaufpreisen einschließlich aller Kosten und Aufwendungen sowie der Kosten rechts- 
freundlicher Vertretung, etc., ergeben kann, zu verlangen, oder 


3. den Gegenstand für Rechnung des Käufers wiederzuversteigern. 


Im Falle eines Deckungsverkaufes oder der Wiederversteigerung für den Käufer wird der 
Käufer hinsichtlich der dabei zur Anwendung gelangenden Gebühren wie ein Einbringer 
behandelt.Wird durch das Ergebnis des Deckungsverkaufes oder der Wiederversteigerung 
die Forderung des Dorotheums nicht gedeckt, so haftet der sáumige Káufer fúr den Ausfall. 


Die Ausfolgung und der Eigentumstibergang hinsichtlich der ersteigerten Objekte erfolgt 
erst nach vollständiger Zahlung des Kaufpreises einschließlich aller Zinsen, Gebühren, 
Kosten und Spesen. 


Ersteigerte Objekte sind sofort zu übernehmen. Die bei der Versteigerung zugeschlagenen 
und bezahlten Gegenstände geringeren Umfanges werden sofort, größere Objekte jedoch 
erst am nächstfolgenden Werktag ausgefolgt. Sie lagern ab Zuschlag bis zur Übernahme auf 
Gefahr des Käufers. Die Verpackung und jeder Versand erfolgt auf alleinige Gefahr und Kosten 
des Käufers. 


Werden ersteigerte Objekte nicht innerhalb einer Frist von 14 Tagen nach Zuschlags- 
erteilung abgeholt, ist das DOROTHEUM berechtigt, Kosten für die Lagerung in Rechnung 
zu stellen (1% vom Meistbot pro Monat, soferne nichts anderes im Katalog oder bei 
der Versteigerung angekündigt wird) oder sie auf Kosten und Gefahr des Käufers bei 
einem Lagerhalter einzulagern. Wird die Abholung durch den Käufer oder einen von ihm 
beauftragten Frachtführer/Spediteur nicht innerhalb einer Frist von 90 Tagen nach dem Tag 
der Zuschlagserteilung bewirkt, ist das DOROTHEUM berechtigt, das ersteigerte Objekt 
auf alleinige Kosten und Gefahr des Käufers der Wiederversteigerung zuzuführen. Dabei 
wird der säumige Käufer hinsichtlich der Gebühren wie ein Einbringer behandelt. 


Die Beschreibung der Versteigerungsobjekte beruht auf subjektiven Überzeugungen der 
Experten und sie nehmen dementsprechend die Ausrufpreise an. Ihre Angaben stellen 
keine Zusicherung einer bestimmten Eigenschaft oder eines bestimmten Wertes dar. Das 
Dorotheum übernimmt für Angaben in diesem Zusammenhang keine Haftung, insbesondere 
auch nicht nach den Maßstäben der 88 1299f ABGB. Auch sofern die Beschreibung und/ 
oder Preisfestsetzung nicht durch das DOROTHEUM erfolgt, sondern durch den Einbringer 
selbst oder durch externe Sachverständige sowie bei Vermittlungsverkäufen übernimmt das 
DOROTHEUM keinerlei Haftung. Bei Kunstgegenständen, insbesondere bei Bildern und bei 
antiken Gegenständen, werden nur solche Fehler und Beschädigungen angeführt, die den 
künstlerischen Wert wesentlich beeinträchtigen. 


Das DOROTHEUM garantiert bei Verkäufen im eigenen Namen Käufern die Richtigkeit 
seiner Angaben über die Urheberschaft (Künstlerbezeichnung), über den Hersteller, über 
den Herstellungszeitpunkt, über den Ursprung, das Alter, über die Epoche, über den 
ulturkreis der Herstellung oder Verwendung sowie über Materialien, aus welchen die 
Gegenstände hergestellt sind unter folgenden Voraussetzungen: 


Unrichtig sind solche Angaben dann, wenn sie nicht den allgemein zugänglichen 
wissenschaftlichen Erkenntnissen und den Meinungen allgemein anerkannter Sachverständiger 
entsprechen. Als wesentlich unrichtig gelten solche Angaben dann, wenn ein durchschnittlicher 
Normkäufer den Kauf bei Nichtzutreffen der jeweiligen Angaben nicht geschlossen hätte. 


Weist der Käufer innerhalb von drei Jahren ab dem Tag der Zuschlagserteilung nach, dass 
solche Angaben des DOROTHEUMS wesentlich unrichtig sind, erhält der Käufer Zug 
um Zug gegen Rückstellung des unveränderten Gegenstandes den Kaufpreis zurück. Bei 
Käufern, für die der abgeschlossene Kauf zum Geschäftsbetrieb ihres Unternehmens 
gehört, ist weiters vorausgesetzt, dass sie das DOROTHEUM unverzüglich nach Entstehen 
erster begründeter Zweifel an der Richtigkeit hievon verständigen. 


Verkauf zu Meistbot 3.000 Euro, mit Folgerechtszuschlag > Der Bruttopreis beträgt 4.020 Euro (3.000 Euro Meistbot + 900 Euro Käufergebühr + 120 Euro Folgerechtszuschlag) 


2 Beispiel für Vollbesteuerung mit 20% USt (Lieferland Österreich): 


Verkauf zu Meistbot 3.000 Euro mit Folgerechtszuschlag > Der Bruttopreis beträgt 4.644 Euro (3.000 Euro Meistbot + 750 Euro Käufergebühr + 120 Euro Folgerechtszuschlag + 774 Euro USt) 
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DEUTSCH 


Ándern sich die allgemein zugánglichen wissenschaftlichen Erkenntnisse und die DOROTHEUM wird fur den Auftraggeber bis zu seinem Ankaufslimit bei derVersteigerung 
Meinungen allgemein anerkannter Sachverstándiger bis zum Zeitpunkt der Reklamation mitbieten. Es behált sich das Recht vor, die Annahme von Kaufauftrágen ohne Angabe 
durch den Käufer und deren Abwicklung, ist das DOROTHEUM nach seinem ausschließ- von Grúnden abzulehnen oder eingelangte Kaufauftráge nicht zu berticksichtigen. Das 
lichen Ermessen berechtigt, den Ankauf entweder zu Lasten des Einbringers zu stornieren DOROTHEUM übernimmt in diesem Rahmen keinerlei Haftung für die fehlerfreie 
oder die Reklamation abzulehnen. Abwicklung von Kaufaufträgen. Kaufaufträge, die keine eindeutige Bezeichnung des 
Weist der zurückgegebene Gegenstand eine Beschädigung oder Abnützung auf, die zum Gegenstandes oder des Versteigerungstermines oder keine ziffernmäßig bestimmte Höhe 
Zeitpunkt des Vertragsabschlusses noch nicht vorhanden war, ist das DOROTHEUM des Ankaufslimits in EURO enthalten, werden nicht angenommen. Aufträge wie ,gunstig ， 
berechtigt, angemessene Reparaturkosten und/oder eine allfällige Wertminderung vom „bestens”, „unbedingt kaufen” usw. können daher nicht berücksichtigt werden. Kaufaufträge 
Kaufpreis in Abzug zu bringen. Hat der Käufer den zurücl gesendeten Gegenstand bereits mit gleich hohen Ankaufslimiten werden in der Reihenfolge ihres Einlangens berücksichtigt. 
genutzt, steht dem DOROTHEUM überdies ein angemessenes Nutzungsentgelt zu. ee esa ۲ 
Das DOROTHEUM gewáhrt diese Garantie oder sonstige mit gesonderter Erklárun Kann tel enem telefonischen (sekot ie UGE EDIE, aus wecheny Grund 
en 8 s „onsüg 8 8 immer nicht rechtzeitig hergestellt werden, betrágt das Ankaufslimit 75 % des unteren 
eingeräumte Garantien neben den gesetzlichen Gewährleistungs- und Irrtumsrechten der Schätzwertes (150 % des Rufpreises bei Rufpreisauktionen). Das Dorotheum ist 
Konsumenten, die durch diese Garantien nicht eingeschränkt werden. Bei gebrauchten berechtigt, das Limit auf die nächste Steigerungsstufe aufzurunden. 


Gegenständen beträgt die Frist für die gesetzliche Gewährleistung gegenüber Konsumenten 


1 Jahr. Der Bieter ist an sein Gebot im Nachverkauf bis zum Ablauf des dritten Werktages nach 
Sonstige Reklamationen und Ansprüche welcher Art auch immer betreffend den dem Auktionstag oder nach dem Tag des Einlangens gebunden. Die Annahmeerklärung 
Preis, die Beschaffenheit und den Zustand der ersteigerten Gegenstände oder durch das Dorotheum im Nachverkauf ist rechtzeitig erfolgt, wenn sie bis zum Ablauf des 
Schadensersatzansprüche, soweit sie nicht ohnehin von der Echtheitsgarantie umfasst dritten Werktages nach dem Auktionstag oder nach dem Tag des Einlangens, je nachdem 
sind, sind gegenüber dem DOROTHEUM und jenen Personen, für die es ohne den welcher Zeitpunkt später eintritt, zur Post gegeben oder telefonisch oder via Telefax 
Haftungsausschluss einzustehen hätte, ausgeschlossen, sofern bei Kaufverträgen mit vorgenommen wird. 


Konsumenten im Sinne des Konsumentenschutzgesetzes darüber hinaus gehende 


Ansprüche nicht in grobfahrlässigem, oder vorsätzlichem Verhalten von Mitarbeitern des Das DOROTHEUM und jene Personen, für die es ohne den Haftungsausschluss 
DOROTHEUMS begründet sind. einzustehen hätte, können nicht zum Ersatz leicht fahrlässig herbeigeführten Schadens 


herangezogen werden und haften gegenüber Unternehmern auch nicht für schlichte 
grobe Fahrlässigkeit. Für Schäden, die durch Naturereignisse oder höhere Gewalt 
entstehen, für Schäden die sich als Folge längerer Lagerung ergeben oder entgangenen 


Bei exekutiv versteigerten Objekten ist jede Reklamation gesetzlich ausgeschlossen. 
Bei Vermittlungsverkäufen übernimmt das DOROTHEUM keinerlei Gewährleistung oder 


sonstige Haftung. ۲ i i ۱ Gewinn übernimmt das DOROTHEUM keine Haftung. Das DOROTHEUM haftet dem 
Das DOROTHEUM behált sich das Recht vor, die von den eingebrachten Gegenstánden Káufer eines Gegenstandes fúr den Verlust oder die Beschádigung desselben bei grobem 
über eigenen Auftrag hergestellten Lichtbilder und gegebenenfalls Videoaufnahmen auch Verschulden, gegenüber Unternehmern jedoch nur bei mindestens krasser grober 


zur allgemeinen Bewerbung der Geschäftstätigkeit des DOROTHEUM in elektronischer Fahrlässigkeit seiner Bediensteten bis zur Höhe des bezahlten Kaufpreises. 
wie in gedruckter Form zu verwenden, ohne dass dem Kunden hieraus ein Anspruch 


auf finanzielle Abgeltung entsteht. DOROTHEUM ist berechtigt, die Lichtbilder und Erfüllungsort ist der Geschäftssitz jener Filiale/Abteilung, in welcher das jeweilige Rechts- 
Videoaufnahmen durch Veröffentlichung z.B. in Katalogen, Zeitschriften, Foldern, Kalendern, geschäft abgeschlossen wurde. Vertragssprache ist Deutsch. Sämtliche entstehende 
Werkverzeichnissen, Büchern, Illustrationen sowie Werbe- und Merchandiseartikeln jeder Rechtsstreitigkeiten unterliegen ausschließlich österreichischem materiellen Recht. Das 
Art, ohne mediale, räumliche oder zeitliche oder mengenmäßige Einschränkung - auch ohne UN-Abkommen über Verträge des internationalen Warenkaufs (CISG) findet keine 
eden Bezug auf den ursprünglichen Verwertungsakt oder die Herkunft - zu verwenden, zu Anwendung. Als Gerichtsstand für alle sich mittelbar oder unmittelbar aus einem 
vervielfältigen, zu verbreiten und der Öffentlichkeit zur Verfügung zu stellen. Kaufauftrage Versteigerungsgeschäft ergebenden Streitigkeiten wird ausschließlich das für 1010 Wien 
von Kunden, die der Versteigerung nicht persönlich beiwohnen, werden von Sensalen örtlich und sachlich zuständige österreichische Gericht vereinbart. Für Konsumenten im 
oder von der zuständigen Abteilung des Dorotheums übernommen. Das DOROTHEUM Sinne des Konsumentenschutzgesetzes gilt diese Vereinbarung nur, sofern sie weder einen 
übernimmt schriftliche, telefonische, mit Telefax oder im automationsunterstützten Wohnsitz noch einen gewöhnlichen Aufenthalt in Osterreich haben und auch nicht im 
Datenverkehr erteilte Kaufaufträge bis auf weiteres unentgeltlich als Serviceleistung. Das Inland beschäftigt sind und dem nicht andere Regelungen dagegenstehen. 
COPYRIGHTVERMERK 

Alle Informationen (Texte, Beschreibungen, Abbildungen, Illustrationen, etc.) und Werbemittel des DOROTHEUM unterliegen dem Urheberrechtsschutz und dem Schutz des geistigen 


Eigentums. Sie dürfen — außerhalb der gesetzlichen Schranken - ohne ausdrückliche vorherige schriftliche Zustimmung des DOROTHEUM nicht verarbeitet, verbreitet, vervielfältigt 
oder bearbeitet oder in Datenbanken eingespeichert werden. Darüber hinaus unterliegt auch der Name DOROTHEUM national und international eingetragenem Markenschutz. Bei 
Zuwiderhandlungen behält sich das DOROTHEUM die Ergreifung entsprechender zivil- und strafrechtlicher Schritte zum Schutze des eigenen geistigen Eigentums vor. Der Erwerb eines 
Versteigerungsgegenstandes ist nicht mit einem über das Eigentumsrecht hinausgehenden Erwerb eines urheberrechtlichen Nutzungs- oder Verwertungsrechtes verbunden. 


HINWEISE 


Alle Gegenstände sind gebraucht und ihrem jeweiligen Alter entsprechenden Abnutzungen unterlegen. Werterhöhende Restaurierungen, speziell bei Antiquitäten, finden in der 
Beschreibung keinen Niederschlag. In der Beschreibung werden solche Beschädigungen oder Mängel nicht angegeben, die offenkundig (durch bloße Besichtigung festgestellt werden 
können) oder für die Wertbestimmung unwesentlich sind. Bei solchen Mängeln ist jede Reklamation des Käufers gesetzlich ausgeschlossen. 

Es besteht kein Fern- und Auswärtsgeschäfte-Rücktrittsrecht. Im Falle eines Versandes fallen Transport- und Versicherungskosten, je nach Entfernung, Größe und Beschaffenheit, in derzeit 
nicht berechenbarer Höhe an. 


NACH DER MEINUNG UNSERER EXPERTEN BEDEUTET 


signiert, monogrammiert: von der Hand des Künstlers; bezeichnet: möglicherweise von fremder Hand; zugeschrieben: ein wahrscheinlich, aber nicht zwangsläufig authentisches Werk des 
Künstlers; Street Art (Urban Art): aufgrund der spezifischen (Sub)Kultur dieser Kunstrichtung ein wahrscheinlich, aber nicht zwangsläufig authentisches Werk (ausgenommen eindeutiges 
Zertifikat liegt vor) eines oder mehrerer Künstler bzw. Personen, häufig aber nicht zwangsläufig überarbeitet, bearbeitet oder schabloniert; Werkstatt: ein Werk, das wahrscheinlich in der 
Werkstatt, d. h. in der unmittelbaren Umgebung des Künstlers, entstanden ist; Schule: ein Werk, unbestimmten Datums, das in stilistischer Nähe zum Künstler oder zu einer regionalen Gruppe 
von Künstlern entstanden ist; Umkreis: ein Werk, das im weiten örtlichen oder zeitlichen Einflussbereich des Künstlers entstanden ist; Schüler: ein Werk, das von einem unbekannten Schüler 
des Künstlers entstanden ist; Associate: ein Werk, das im unmittelbaren Einflussbereich des Künstlers entstanden ist; Nachfolger: ein Werk, das im Stil des Künstlers, aber eventuell später 
entstanden ist; Nachahmer: Nachempfindung oder Wiederholung eines Werkes unbestimmten Datums nach einem Werk des Künstlers; Vor- und Zuname des Künstlers mit Daten und 
Ortsangabe: ein sicheres Werk des Künstlers. 


eder Einbringer ist grundsätzlich berechtigt, die zur Versteigerung übergebenen Gegenstände bis zum Beginn der Auktion zurückzuziehen. Für die tatsächliche Ausbietung kann daher keine 
Haftung oder Gewähr übernommen werden. 

Gegenstände, die mit „AS....“ gekennzeichnet sind, werden in Übereinstimmung mit den artenschutzgesetzlichen Regelungen ausgeboten. Bei Rückfragen sind ihnen die Mitarbeiter des 
Dorotheum gerne behilflich. Der Export aus Osterreich und der Import in Nichtmitgliedslander der EU von Gegenständen, die im Versteigerungstext mit ASA, ASI (oder Artenschutz 
A) gekennzeichnet sind, zu kommerziellen Zwecken wird von der Artenschutzbehörde nicht genehmigt. ASI bedeutet, dass aufgrund der aktuellen EU-Regelung der kommerzielle Handel 
mit Elfenbeingegenständen nur mehr mit Musikinstrumenten vor 1975 (zum persönlichen, musikausübenden Gebrauch) und Antiquitäten (vor 1947 „signifikant verarbeitet‘‘) möglich ist. 
Die mit ASI gekennzeichneten Objekte verfügen über eine entsprechende Verkaufsgenehmigung für den Verkauf durch das Dorotheum mit Verbleib in der EU. (Re-)Exporte und Importe 
in/aus Drittländern werden nicht mehr genehmigt. Irrtums- und Druckfehlerberichtigungen bleiben vorbehalten. Ebenso behält sich das Dorotheum das Recht vor, Berichtigungen der 
Beschreibung bis zur Versteigerung vorzunehmen. 


HAFTUNGSAUSSCHLUSS FÜR VERSTEIGERUNGSBEDINGUNGEN UND KATALOGTEXTE 


Versteigerungsbedingungen, Informationen und Katalogtexte in englischer, französischer, italienischer oder einer sonstigen Sprache stellen lediglich unverbindliche Hilfsübersetzungen 
dar. Die Gesellschaft kann für die Richtigkeit der Übersetzung keine Haftung übernehmen. Für die Auslegung von etwaigen Auffassungsunterschieden zwischen den Interessenten, 
Käufern und der Gesellschaft sind ausschließlich die in der deutschen Sprache verfassten Versteigerungsbedingungen, Informationen und Katalogtexte maßgeblich und bindend. Ebenso 
sind alle Währungsangaben in fremden Währungen sowohl im Katalog als auch auf der Währungsumrechnungsanzeige nur als unverbindliche Richt-(Leit-)linien zu verstehen. Für die 
Durchführung der Versteigerung wird ausschließlich die in Österreich alleine gültige Währung (EURO) herangezogen. 


INFORMATION 


Bitte beachten Sie, dass wir aufgrund gesetzlicher und interner Compliance Bestimmungen Ihre Identität zu prüfen haben. Wir ersuchen Sie um Verständnis, dass wir Sie daher um Vorlage eines 
amtlichen Lichtbildausweises und allfälliger sonstiger Dokumente (etwa Auszug aus dem Firmenbuch/Handelsregister/Register der wirtschaftlichen Eigentümer bzw. entsprechende Dokumente/ 
Bestätigungen gemäß den Bestimmungen des jeweiligen Landes/der jeweiligen Jurisdiktion, sofern erforderlich) ersuchen müssen. 

Gemäß unseren internen Compliance-Bestimmungen akzeptiert Dorotheum im Allgemeinen keine Zahlungen von Dritten, die nicht den Zuschlag erhalten haben und somit nicht Käufer sind. 
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CONDITIONS OF SALE BY AUCTION / EXTRACT FROM THE GENERAL TERMS AND CONDITIONS - AUCTION SALES 


The aucti 
reserves 
Potential 
ot or 0 


conduc 
bidding 


but no bi 
ot and ol 


be award 
individual 


reserves fixed for any 
n the descriptions, either the starting price wi 


The auction is conducted according to the terms of the General Terms and Conditions - Auction 
Sales http://www.dorotheum.at/footer/agb.html of the Dorotheum GmbH & Co KG, (hereinafter 
called „the DOROTHEUM'") and the pertaining Tariff, which forms an integral part thereof. 


jon may be conducted by the DOROTHEUM in its own name, on a commission 


basis or as an agent (in the name and for the account of the Consignor). The DOROTHEUM 


he right to withdraw any lot or lots from the auction until the acceptance of a bid 


or change descriptions and prices, if there are important reasons to do so. 


Buyers may request a condition report prior to the auction. If the DOROTHEUM 


forwards condition reports drawn up by third-party experts, any liability for correctness is excluded. 
The Auctioneer has the right to exceptionally divide or combine any lot or lots, offer any 


ot or lots from the sale or 
In the event of a two-step 


s in a two-step bidding process or withdraw any 
the auction disregarding the scheduled sequence. 


process, the items concerned will be expressly announced and, in a first step, 
offered individually. The highest bids and the respective highes' 


bidders will be noted down 
d will be accepted as yet. The individual items will then be combined into a single 
fered as a collection, taking into account the highest bids already received as well 


as the reserves fixed for any items for which no bids have been placed. The lot will then 


led at the highest bid placed for the collection or the highest bids placed for the 
items, whichever results in a higher price being realized taking into account the 
ots for which no bids have been placed. 
be stated or the price range that the 


expert assumes as a rough guide without binding force and within which he or she 
expects the highest bid (hammer price) will be placed, in each case in euros. 


Usually, bidding starts at half the lower estimate, but the starting price can range from hal 
the lower estimate to the lower estimate itself. Usually, bidding takes place 
the starting price or the preceding bid by about 10%. Bids can be accepted as final even 
if they are lower than the highest bids expected by the expert. The highes 
be the successful bidder, provided that the amount of a reserve price agreed with the 
Consignor has been reached. If, on the occasion of the bidding, the bidding price is 


gradually 


places a bid, such bid will be accepted. The acceptance of a bid may be made conditional 


on the fu 


The decision as to whether a bid is accepted in case of a dispute, in case of alleged 


matching 


by increasing 


bidder shal 


reduced, the bidding process will start with the first valid offer. If only one bidder 


lfillment of conditions. 


bids, if a bid was overlooked or went unnoticed or was otherwise disregarded, 


or if the Auctioneer was mistaken about whether or not a bid had been placed, shall lie 


exclusivel 


ly with the DOROTHEUM. The DOROTHEUM shall have the right to cancel the 


acceptance of a bid either during the auction or within 3 working days thereafter for such 
reasons and to re-offer the item during the same or a subsequent auction. 


For all iter 
- buyer's 


- Value-added Tax 


ms, the following shall be charged in addition to the highest bid (hammer price): 
premium (surcharge) 


- any resale right royalty that may arise (marked with the symbol * in the catalogue) 


The buyer's premium shall be as follows: 

a) for items subject to margin tax (not specially marked in the catalogue/in the description) 
or for sales where the Dorotheum acts as an agent (marked with a "V" ["Vermittlung" = 
agent sale] in the catalogue/in the description): 


up to an amount of EUR 500,000: 
for the amount exceeding EUR 500,000: 
for the amount exceeding EUR 1,000,000: 


30% of the hammer price 
25% 
15% 


In these cases the buyer's premium includes the statutory VAT 
(Example at the end of the page’) 


b) for full 


— Or ff 


ly taxable items (marked in the catalogue/in the description with the symbol „+“ 
up to a hammer price of EUR 500,000: 
for the amount exceeding EUR 500,000: 
for the amount exceeding EUR 1,000,000: 


25% of the hammer price 
20,84% 
12,5% 


In the case under (b), the statutory VAT is calculated based on the total price (hammer 


price p 


price. (Example at the end of the page?) 
The statutory VAT in Austria is 20% 
marked with ,- and 10% for items marked with „#". 


However, 
is sent to 


lus buyer's premium and a possible resale right royalty) and is added to the total 


for items marked with the symbol „+“, 13% for items 


in the case of deliveries to buyers who are not subject to VAT, if the purchased item 
a Member State of the European Union the VAT of the country of delivery applies. 


For items for which the Dorotheum acts as an agent in the sale (”V” for “Vermittlung” = 


agent sale), VAT cannot be refunded 


VAT may 


marked with either of the symbols ,, 


in case of export to non-EU countries. 
case of lots which are not specially marked or are 
+ “and ری‎ provided the sale is made to 


only be reclaimed in the 


a country which is not a member of the European Union (third country), the legal 


requirements are satisfied and proo 


Delivery 
member 


Austria and 


of export is supplied. 

to companies which are subject to VAT and have their registered seat in a 
state of the European Union (except for delivery to companies domiciled in 
lots subject to margin tax) is subject to the acquisition tax applicable in 


the respective country of destination. In such case, the delivery of lots marked with 


either of 


the symbols „+“, „—“ and ,,#" within Austria is exempt from VAT, provided the 


DOROTHEUM is informed of the Buyer's applicable VAT registration number prior to the 
acceptance of the bid. 
Please note: For lots sold after the auction, the buyer's premium will be increased by 2%. 


1 Example for margin tax or agent sales: 
Sale of an object at the hammer price of EUR 3,000, with resale right royalty > The gross price amounts to EUR 4,020 (hammer price of EUR 3000 + buyer's premium of EUR 900 + 
resale right royalty of EUR 120) 

2 Example for a fully taxable item subject to 20% VAT (Country of delivery Austria): 
Sale of an object at the hammer price of EUR 3,000, with resale right royalty > The gross price amounts to EUR 4,644 (hammer price of EUR 3,000 + buyer's premium of EUR 750 + 
resale right royalty of EUR 120 + VAT of EUR 774) 
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The Buyer is obligated to pay the purchase price (hammer price plus buyer's premium 


and VAT as well as any applicable resale royalty surcharge) in cash immediately after the 
lot has been awarded. At the discretion of the DOROTHEUM, payment can be deferred 


by way 
deposit. 


auction. 


subsequently revoked and the item re-o 


o subsequently accept the 
a deferred purchase 
be entitled to charge the purchaser interest 


of exception. Deferral of payment may be made conditional on an appropriate 
If deferral of payment is denied, the acceptance of a bid may even be 
ered for sale during the same or a subsequen 
If the acceptance of a bid is revoked, the DOROTHEUM shall also have the righ 
ast bid of the bidder who placed the second highest bid. 
is not paid within the stipulated period, the Dorotheum shal 
on the arrears calculated daily from the 


price 


beginning of the delay and charged quarterly. This interest shall be at 
annum above the applicable "European Interbank Offered 
for the preceding calendar quarter rounded 
After a bid has been accepted, the Buyer shall be liable 
of the purchase price even if after the acceptance of 
DOROTHEUM that he/she participated in the bidding 
he Buyer's request, the DOROTHEUM issues an invoice 
he DOROTHEUM thereby exclusively declares acceptance of a 
performance obligation of 
party any further rights such as claims to perform a set-o 
is understood that the Buyer continues to be fully liable. 


or the full 


or retenti 


f, despite a reminder, the Buyer fails to discharge or fully discharge wit 
granted to him/her the obligations incumben 
entered into with him/her the DOROTHEU 
it may have, be entitled to do either of the following for itsel 


and/or 


1. continue to insist on the performance of the purchase 
the Buyer payment not only of the 
expenses, including the costs of lega 
purchase contract, or 


counsel required to enforce 


2. withdraw from the purchase contract. In such case, the DOROTI 
right, for itself and/or the Consignor to demand from 


Rate (EURIBOR) / 3 months” 
to the nearest quarter 


he bid the 
process for a third 
o the designated third party, 


he designated third party without, however, granting such 


the rate of 6 % per 


percentage point. 
and timely paymen 
Buyer informs the 
party. If, a 


simple (additional) 


on rights, etc., and i 


hin the grace period 


on such Buyer under the purchase contract 
shall, without prejudice to any other rights 


the Consignor: 


contract and demand from 
purchase price but also of any interest, costs and 


performance of the 


HEUM reserves the 


he Buyer compensation for 


the entire loss or damage caused by him/her which after a substitute transaction in 


the form of a resale by seller (substitute sale) may be comprised 


expenses and expenditure incurred and losses suffered on account o 


in particular of fees, 
lower purchase 


prices, including all costs and expenses as well as the costs of legal counsel, etc., or 


3. resell the item by auction for the account of the Buyer. 


In the event of a substitute sale or resale by auction for the Buyer, the Buyer will be considered a 
Consignor with regard to the charges, premiums and commissions applicable to such transaction, 


f the claim of the DOROTHEUM is no 
resale by auction, the defaulting Buyer is 


covered by 
¡able for the loss. 


The items purchased in the auction shall 
until the purchase price including all interest, charges, 
expenses has been paid in full. All items 
size lots purchased in the auction and 


ully paid 


shipping, if any, shall be at the sole risk and expense of the Buyer 


acceptance اه‎ 


store the item with a warehouse 


a period of 90 days as from the date on which the bid was accepted, 
is entitled to re-sell the purchased item by auction at the sole risk 
Buyer and will consider 
commissions connected with such re-sale. 


The description of the items to 
he experts, who wil 


section 1299 e 
also assumes no 


seq. of the (Austrian) ,ABGB" (General Civil Code). 
¡ability whatsoever in cases where the description was 


f items purchased in an auction are not collected within a period of 14 days after the 
the bid, the DOROTHEUM is entitled to charge storage costs (1% of the 
hammer price per month if not indicated otherwise in the catalogue or during the sale) or 
eeper at the risk and expense of the Buyer: I 
or a carrier/forwarding agent commissioned by the Buyer fails to effect collection within 


he Buyer a Consignor with regard to the charges, premiums and 


he result of the substitute sale or 


not be delivered and title thereto will not pass 
premiums, commissions, costs and 
purchased must be collected immediately. Small- 
or shall be delivered immediately, but 
larger items may be collected on the following working day only. As from the acceptance 
of the bid until their collection, such lots shall be stored at the Buyer's risk. Pac! 


aging and 


the Buyer 


he DOROTHEUM 
and expense of the 


be sold by auction is based on subjective convictions of 
determine the starting prices accordingly The statements made by 
he experts in such descriptions shall not create any warranty with respect to a particular 
quality or a specific value. The DOROTHEUM assumes no liability for any statements made 
in this connection, and in particular no liability in accordance with the criteria set forth in 


The DOROTHEUM 
prepared and/or the 


price determined by the Consignor himself/herself or by non-DOROTHEUM experts and 
not by the DOROTHEUM, and in case of sales where it acts as an agent, 


Where works o 
and defects wil 


be mentioned which significantly affect the artistic va 


art, especially paintings and antique items are concerned, only such flaws 


ue. 


Where the DOROTHEUM sells items in its own name, it warrants to Buyers that the 


information provided 
artist), maker, time o 


by the DOROTHEUM concerning authorship 


(designation of the 


making, origin, age, period, concerning the culture area where the 


object was made or used as well as materials of which the items are made, is correct 


subject to the 
not correspond 
recognized experts. Such information will be deemed materially inc 


following conditions: Such information will be deemed incorrect if it does 
o the commonly available scientific findings and the opinions of generally 


orrect if an average 


standard buyer would not have made the purchase had the respective statements been 
untrue. If, within a period of three years as from the date of the acceptance of the bid, the 


Buyer furnishes proof that such information provided by the DOROT 
incorrect, the 
of the unchanged object. 


THEUM is materially 


Buyer shall have the purchase price refunded concurrently with the return 


ENGLISH 


For Buyers for which the transacted purchase forms part of their company's business Until further notice, the DOROTHEUM will accept absentee bids submitted in writing, by 
activities, a further requirement is that immediately after the first legitimate doubts telephone, fax or electronically as a free service. At the auction, the DOROTHEUM shall 
regarding the correctness arise they shall inform the DOROTHEUM accordingly. bid for the client by increments, not exceeding, however, the bid top limit stated on the 
If the commonly available scientific findings and the opinions of generally recognized absentee bid. The DOROTHEUM reserves the right to refuse to accept absentee bids 
experts change up to the time of the Buyer's complaint and the handling thereof, the without having to disclose the reasons or to disregard absentee bids received by it. In this 
DOROTHEUM shall have the right in its sole discretion to either cancel the purchase at connection, the DOROTHEUM assumes no liability whatsoever for the correct handling 
the Consignor's expense or reject the complaint. and execution of absentee bids. 
If the item returned shows signs of damage or wear and tear that were not present at Absentee bids which do not clearly designate the item, the date of the auction or your 
the time when the contract was entered into, the DOROTHEUM shall have the right to exact maximum bid in figures (in euros) will not be accepted. 
deduct reasonable repair costs and/or any reduction in value from the purchase price. „Buy favorably", ,buy at best price", „buy unconditionally, etc. bids will therefore not be 
If the Buyer has already used the item returned, the DOROTHEUM will, in addition, be taken into consideration. In the event of two or more bids specifying the same limit, the 
entitled to receive a reasonable user fee. earliest received will take precedence. 
Such warranty, or any other warranty made by separate declaration, is made by the If in case of a telephone bid the telephone connection cannot be established in time, 
DOROTHEUM in addition to the consumer's statutory warranty rights and rights in case for whatever reason, the bid top limit shall be 75% of the lower estimate (150% of the 
of error and shall not limit such rights in any way. In case of used items, the period of starting price in the case of ,,starting price auctions"). The DOROTHEUM is entitled to 
statutory warranty for consumers is 1 year Any other complaints and claims whatsoever round up the limit to the next highest bidding increment. The absentee bid is binding in 
concerning the price, quality and condition of the objects purchased at auction or claims a sale after the auction until the end of the third working day after the auction or after 
or damages, to the extent that such claims are not already covered by the guarantee the date of receipt. In a sale after the auction, the DOROTHEUM will be deemed to have 
of authenticity, vis-a-vis the DOROTHEUM and the persons for whom it would have to accepted a bid in due time if the declaration of acceptance has been posted, faxed or 
guarantee in the absence of this disclaimer of warranty are excluded. The sole exception given by telephone by the end of the third working day after the auction date or after the 
o this rule are claims in excess thereof arising under purchase contracts with consumers date of receipt, whichever is later. 
as defined by the (Austrian) „Konsumentenschutzgesetz (Consumer Protection Act), The DOROTHEUM and the persons for whom it would have to guarantee in the 
provided that such claims are based on gross negligence or deliberate acts of absence of this disclaimer of warranty cannot be called upon to make up for loss or 
DOROTHEUM employees. In auctions of objects against which execution was levied any damage caused by slight negligence and are furthermore not liable to entrepreneurs 
and all complaints are excluded by law. The DOROTHEUM assumes no warranty or other for simple gross negligence. The DOROTHEUM assumes no liability for loss or damage 
iability in case of sales where it acts as an agent. caused by natural occurrence or force majeure, for loss or damage caused by prolonged 
The Dorotheum reserves the right to use, in printed or electronic form, also for the pur storage times or for loss of profit. The DOROTHEUM shall be liable to the Buyer ol 
pose of generally advertising the business activities of the DOROTHEUM, any photographs any item for the loss thereof or any damage thereto in case of gross negligence but to 
and if applicable video recordings it may have produced on its own behalf of the consigned entrepreneurs only in case of at least blatantly gross negligence of its employees and only 
objects, without any right arising for the client to receive financial compensation therefrom. up to the amount of the purchase price paid. 
The DOROTHEUM shall be entitled to use, reproduce, distribute and make publicly availa- The place of performance shall be the business address of the branch / departmen 
ble the photographs and video recordings by publishing them, for instance, in catalogues, where the legal transaction was entered into. The language of contract shall be German. 
magazines, folders, calendars, catalogues raisonnés, books, illustrations as well as promotio- All disputes arising shall exclusively be subject to Austrian substantive law. The U 
nal items and merchandising products of whatever kind, etc., without any restriction as to Convention on Contracts for the International Sale of Goods (CISG) shall not apply. 
medium, territory, time or quantity - also without any relation or reference to the original All disputes arising directly or indirectly from an auction shall be referred exclusively to 
act of realization or to provenance. the Austrian court having local and subject-matter jurisdiction for Vienna 1st District. 
Absentee bids from clients unable to attend the auction in person are accepted by Consumers as defined by the Consumer Protection Act are subject to this agreemen 
the competent departments of the DOROTHEUM or the brokers authorized by the only if they have neither a residence nor a habitual place of abode in Austria and do no 
DOROTHEUM. work in Austria and provided that this provision does not conflict with other regulations. 
COPYRIGHT 
All information (texts, descriptions, pictures, illustrations, etc.) and all advertising media of the DOROTHEUM are protected by copyright and are subject to intellectual property protection. 
Outside the limits of the law, they may not be treated, distributed, reproduced or processed or stored in databases unless with the express prior written consent of the DOROTHEUM. 
loreover, the name DOROTHEUM is also protected by trademark rights registered at national and international levels. In case of infringement, the DOROTHEUM reserves the right to 
take corresponding action under civil law or penal law to protect its intellectual property. By acquiring an item at auction the purchaser shall not acquire exclusive license or exploitation 


rights under copyright law over and above title to the item purchased. 


PLEASE NOTE 


All items are used and subject to age-related wear and tear Value-enhancing restoration - especially in the case of antiques - is not mentioned in the description. 

The description of the object does not indicate defects which are obvious (can be determined by mere viewing) or which are irrelevant for valuation. Any claims of the Buyer 
concerning such defects are excluded by law. 

There is no right of withdrawal in long-distance and off-premises sales (Fem- und Auswärtsgeschäfte-Rücktrittsrecht). Please note that the total amount of applicable transportation costs 
resulting from distance, size and content cannot be calculated at present. 


THE FOLLOWING DEFINITIONS REPRESENT THE OPINION OF OUR SPECIALISTS: 


„signiert“, ,monogrammiert” (signed, monogrammed): a work signed or monogrammed by the artist; „bezeichnet“ (inscribed, bears a signature/monogram): the inscription or artist's 
signature appears to be by another hand; ,,zugeschrieben“ (attributed to): probably but not necessarily an authentic work by the artist; Street Art (Urban Art): due to the specific 
(sub) culture of this genre probably but not necessarily an authentic work by one or several artists or persons (except where a specific certificate of authenticity exists), often but not 
necessarily reworked, adapted or stenciled; „Werkstatt“ (studio, workshop): a work probably produced in the artist's studio or workshop, i.e. in the artist's immediate surroundings; „Schule“ 
(school): a work of uncertain date, executed in the style of an artist or a regional group of artists; „Umkreis“ (circle): a work created within the artist's wide regional and temporal sphere 
of influence; „Schüler” (Pupil): a work created by an unknown student of the artist; Associate: a work created within the artist's near sphere of influence; „Nachfolger“ (follower): a work 
in the artist's style, but possibly of a later period; „Nachahmer“ (in the manner of): imitation or copy of a work by the artist, of an uncertain date; First name and surname of the artist, 
date and location: undoubtedly a work by the artist. 


In principle, all Consignors are entitled to withdraw the items they have submitted for auctioning at any time up until the auction commences. Consequently the Dorotheum makes no 
warranty and assumes no responsibility that the lots listed in the catalogue will be actually offered for sale by auction. 

Lots marked with “AS...” are offered in accordance with the legal provisions governing to protection of species. In the event of any questions the Dorotheum staff will be happy to assist 
you. The export from Austria and the import into non-EU countries for commercial purposes of items marked ASA, ASI (or Artenschutz A) will not be permitted by the competent 
authorities. ASI means that under current EU rules, commercial trade in ivory objects is now only possible for musical instruments made before 1975 (for personal use of performing 
artists) and antiques (significantly processed before 1947). 
Objects marked with ASI have the appropriate sales permit for sale by the Dorotheum remaining within the EU. (Re-)Exports and imports to/from third countries are no longer authorized. 
Errors and omissions excepted. The Dorotheum also reserves the right to correct lot descriptions up until the beginning of the sale. 


DISCLAIMER CONCERNING THE CONDITIONS OF SALE BY AUCTION AND CATALOGUE TEXTS 


Conditions of Sale by Auction, information and catalogue texts in English, French, Italian or any other language, as the case may be, are for the sake of convenience only and shall in no 
way be considered binding. The DOROTHEUM is unable to assume any liability for the correctness of translations. In the event of diverging interpretations by interested parties, Buyers 
and the DOROTHEUM, the German versions of the Conditions of Sale by Auction, information and catalogue texts shall exclusively be authoritative and binding. Equally, any and all 
amounts stated in foreign currencies in the catalogue as well as on the currency converter shall be deemed to be non-binding indications only. In auctions, the sole legal tender of Austria 
(EURO) will be used exclusively. 


INFORMATIO 


Please note that pursuant to legal and internal compliance rules we need to verify your identity. Thank you for your understanding that we need to ask you for presentation of an 
official photo identification and possible further documents (for instance, an extract of the companies register/commercial register/beneficial owners register or respective documents/ 
confirmations pursuant to the provisions of the relevant country/jurisdiction, if required). 

Pursuant to our internal compliance regulations, Dorotheum does in general not accept payments from third parties that are not the winning bidders.. 
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Old Master Paintings = 19th Century Paintings, Old Master Drawings, Prints before 1900, Watercolours and Miniatures + Modern and 
Contemporary Art = Modern Prints, Photographs + Glass and Porcelain * Silver + Furniture and Decorative Art, Carpets + Design + Sculpture, 
Imperial Court Memorabilia, Works of Art (Clocks, Tolk Afi Metalworks, Faiences, Furniture) + Jewellery + Wrist and Pocket Watches ° 
Autographs = Oriental Garpets, Textiles, Tapestries + Stamps ° Coins and Medals, Historical Shares « Orders and Decorations + Toys * Antique Arms, 
Uniforms and Militaria « Sporting and Vintage Guns + Historical Vehicles and Automobilia 
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KAUFAUFTRAG / ABSENTEE BID FORM 


Wir bitten Sie, Kaufauftráge bis spátestens 24 Stunden vor Auktionsbeginn zu úbermitteln. 


Please submit your absentee bid at least 24 hours before the start of the auction. 


Kunden Nr. / Client No. 


Name 


Firma / Company 


Adresse / Adress 


Tel. / Fax 


Tel. Auktion / Phone Bidding * 


E-Mail * * 


UID Nr. / VAT No. 


Politisch exponierte Personen (PEP): ja nein 


** Bei Angabe Ihrer E-Mail-Adresse werden Sie automatisch úber Ihre 
ersteigerten Objekte benachrichtigt. Bei erstmaligem Bieten ist die 
Ubermittlung eines amtlichen Lichtbildausweises gemeinsam mit dem 
Auftrag notwendig. 

If you provide us with your email address, we will send you an automatic notification 
with your auction results. If you are a first-time bidder, you need to send us a 
photocopy of your official photo ID card together with the bid form. 


Abholung / Collection of Purchase Versand / Shipping 


(im Namen, fúr Rechnung und 
Gefahr des Kunden / 
on behalf of and at the risk 


X Zutreffendes bitte ankreuzen / Please tick and expense of the customer) 


Anmerkungen / Notes 


DOROTHEUM 


SEIT 1707 


Palais Dorotheum 
Tel. +43-1-515 60-0, Fax +43-1-515 60-508 
kundendienst@dorotheum.at 


Ich beauftrage Sie, unter Akzeptanz des Eigentumsvorbehaltes des Einbringers, 
bei folgenden Gegenständen bis zum angegebenen Limit für mich mitzusteigern 
bzw. möchte ich telefonisch mitsteigern. Telefonische Gebote ab einem 
Mindestpreis von € 300,-*. Für den Fall, dass die Telefon-Verbindung aus welchem 
Grund immer nicht rechtzeitig hergestellt werden kann, beträgt mein Ankaufslimit 
75% des unteren Schätzwertes (150% des Rufpreises bei Rufpreisauktionen). Das 
Dorotheum ist berechtigt, zwischen zwei Steigerungsstufen liegende Ankaufslimits 
auf die nächsthöhere Stufe aufzurunden. Ich stimme zu, dass das Dorotheum mit 
mir zu führende geschäftsbezogene Telefongespräche aufzeichnet, für drei Jahre 
speichert und zu internen Zwecken der Abwicklung des Geschäftes und dessen 
Dokumentation sowie zu Beweiszwecken verwendet. Ich akzeptiere ausdrücklich 
die Begründung eines Pfandrechtes an allen meinen Gegenständen, die das 
Dorotheum bereits inne hat, bzw. an allen aufgrund des gegenständlichen Kaufauftrages 
für mich ersteigerten Gegenständen. Die Allgemeinen Geschäftsbedingungen 
Versteigerung samt Gebührentarif der Dorotheum GmbH & Co KG, 
http://www.dorotheum.com/gebuehrentarif und die umseitigen Bedingungen 
werden dem Kaufauftrag zugrunde gelegt. Ausschließlicher Gerichtsstand Wien. 
Österreichisches Recht findet Anwendung. Erfüllungsort ist der Ort der Versteigerung. 
Nähere Hinweise siehe Rückseite. 


| herewith instruct you, under acceptance of a reservation of the consignor’s ownership, 
to bid for me up to the indicated price limit, or | would like to bid on the telephone, 
for the following items. Phone bids are accepted for lots with a minimum 
starting price of € 300.00*. In case the telephone connection cannot be made in 
time, for whatever reason, my bid top limit shall be 75% of the lower estimate (150% of 
the starting price in the case of „starting price auctions‘). If my bid top limit falls 
between two bidding increments, the Dorotheum shall be entitled to round up 
my limit to the next highest bidding increment. | agree that the Dorotheum may 
record business-related telephone calls with me, store them for three years, and 
use them in furtherance of commercial transactions with me, their documentation 
and for evidential purposes. | herewith explicitly accept the establishment of a 
lien on all of my objects currently held by the Dorotheum, as well as on the 
objects bought at auction on my behalf according to the present bid order. This 
absentee bid is subject to the General Terms and Conditions-Auction Sales 
and the Tariff governing the auction sales of the Dorotheum GmbH & Co KG, 
http://www.dorotheum.com/en/tariffofcharges — and the rules stated on the reverse 
side of this bid form. Disputes shall be submitted exclusively to the law courts of 
Vienna. Austrian law shall apply. The place of performance is the place where the 
auction is held. For further information, please see overleaf. 
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Auktionsdatum und Zeit / Auction date and Time 


Nummer Objekt 


Lot Number Item 


€ Ankaufslimit 
(exkl. Gebühr u. USt.) 
Top Limit of Bid 
(excl. Premium & VAT) 


€ Preis It. 
Objektbeschreibung 


Price acc. to lot 


* Bei einem telefonischen Gebot kreuzen Sie bitte statt dem Ankaufslimit die Spalte @ an und geben Sie Ihre Telefon-Nr. für die Dauer der Auktion bekannt. 


If you wish to bid by telephone, please tick the @ column instead of the „Top Limit“ column and please note your telephone number during the auction. 


Datum / Date 


Unterschrift / Signature 


So bieten Sie mit! 


1. Gebot abgeben 

Schicken Sie uns Ihren Auftrag per E-Mail, Post, Fax oder 
bieten Sie auf unserer Webseite. 

Gerne übernehmen wir Ihren Auftrag auch persönlich in 
einer unserer Filialen. 

Für Rückfragen stehen wir Ihnen gerne zur Verfügung. 


2. Auktion 
Die Objekte werden dem Meistbietenden zugeschlagen. 
Zum Meistbot wird die Käufergebühr und gegebenenfalls 


This is how you bid! 


1. Making a bid 

E-mail, post or fax us your bid, or enter it on our website. 
We would also be happy to take in your bid personally at 
one of our branches. 

If you have any queries, please do not hesitate to contact 

us. 


2.Auction 
The highest bidder for any item will be the successful 
bidder. 


The buyer‘s premium and, if applicable, the resale right 
royalty shall be charged in addition to the highest bid. 
Ihrem Ankaufslimit erhalten, wenn keine höheren Gebote We guarantee to knock the lot down to you also at a 
vorliegen. price below your bid top limit if no higher bids are made. 


der Folgerechtszuschlag hinzugerechnet. 
Wir garantieren Ihnen, dass Sie den Zuschlag auch unter 


3. Ergebnisse 3. Results 

Haben Sie eine E-Mail-Adresse angegeben, so werden If you indicated your email address, we will send you an 
Sie nach Ablauf der Auktion automatisch über den Erfolg automatic notification about the success of your bids 
Ihrer Gebote benachrichtigt. after the auction has ended. 

Alle Auktionsergebnisse sind unter www.dorotheum.com All auction results are available at www.dorotheum.com. 
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